CAMBRIDGE 

UNIVERSITY PRESS 

LONDON : Fetter Lane 



New York 
The Macmillan Co. 
Bombay, CALcu-n-A and 
Madras 

Macmillan and Co.. Ltd. 
Toronto 

The Macmillan Co. cf 
Canada, Lt;d. 
Tokyo 

MaruzeivKabushikHCaisha 


All rights reserved 



SHAKESPEARE 



EDITED BY 

A. W. VERITY, M.A. 

SOMETIME SCHOLAR OF TRINITY COLLEGE 



CAMBRIDGE 

AT THE UNIVERSITY PRESS 
1929 


First Ediiiou igir 
Reprinted ^91 s 

1913 

1917 

1920 

1924 

3936 

1929 

( With corrections mid additions 
front time to time') 


PRINTED IN GREAT RRITAIN 



WOTE. 


This edition is, in the main, an abbreviation of the fuller 
one edited by me (1904) for the Cambridge University Press. 
If I repeat the prefatory Note to that edition I hope that 
I shall have made an adequate statement of my debt to 
others : 

It is my pleasure once more to record my great in- 
debtedness to Br Furness. The letter at the end of 
a paragraph means that the note is based entirely or mainly 
on materials quoted by Dr Furness from other editions, not 
that it represents necessarily his own views. But it would 
be impossible to specify all my obligations to him, and I 
wish, therefore, this general acknowledgment to be as full 
and emphatic as words can make it. I must also make 
special mention of the editions of Professors Bowden and 
Heiford. I have, of course, drawn freely on standard 
works sucli as Schmidt’s Lexicon. The Indexes were com- 
piled for me by one of the readers of the Press.^’ 

In a few places the acknowledgment made in the large 
edition has been omitted here, for the sake of brevity. I 
must add that I have had since 1904 the great advantage 
of reading Professor Bradley’s Shakespearean Tragedy^ and 
have drawn on it more than once, 

A, W. V, 


Ma?rh^ 1911. 
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INTRODUCTION. 


I. 

THE EARLY EDITIONS^ OF ‘^HAMLET.” 

The text of Hmnlet rests on two authorities — a Quarto 
edition published in 1604, and the First Folio^’ (1623). The 
title-page of the former is important. It runs : 

“THE Tragicall Historie of Hamlet, Prince of Demnarke, 
By William Shakespeare. Newly imprinted and enlarged to 
almost as much againe as it was, according to the true and 
perfect Coppie. At London, Printed by 1 . R. for N. L., and 
are to be sold at his shoppe under Saint Dunstons Chui'ch in 
Fleetstreet. 1604.” 

It has been estimated that the Quarto has about 220 lines 
which are absent from the Folio, and the Folio about 85 which 
are not in the Quarto. Of the two versions, that in the Folio 
reveals more clearly the stage-influence. Thus not a few of 

^ The materials of this section are taken from various sources. 

The first collected edition of Shakespeare’s plays, and the earliest 
authority for the text of the majority, e.g. As Yon Like If, fnlius 
Civsar, Macbeth, The WmteYs Tale, Coriolaims, The TeiuIesL But 
for the First Folio (often referred to simply as “The Folio ”) these plays 
would, no doubt, have been lost. Of only sixteen of the plays are there 
extant Quarto editions, and these were all “publishers’ ventures... 
Undertaken without the co-operation of the author” (Lee). The 
Second Folio (1632) was a reprint of the First, correcting some of its 
typographical errors, and introducing some conjectural changes which 
are often quite unnecessary. The two later Folios have little value or 
interest, except that the edition of 1664 was the first to give Pericles* 
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the omissions from the Folio were obviously made because the 
passages deleted are of a philosophic character, difficult for a 
popular audience to grasp, and do not contidbute to the dramatic 
movement of the tragedy. Compare, for example, the excision 
from the Folio of almost all the Fortinbras-scene (iv. 4), of 
the famous “dram of eale” passage (i. 4), and of the Kiiig^s 
analysis of the transitoriness of passion (iv, 7. 1,14—123). The 
text, then, of the Folio is “more theatrical, but less literary 
than the text of the Quarto of 1604. But combined they give us 
our present Hamlet 

The title-page of the Quarto of 1604 is important because 
it implies that there had been an earlier edition, and reflects 
adversely on that edition. The earlier edition was a Quarto 
issued in 1603, with the title-page : 

“The Tragicall Historic of Hamlet Prince of Demnarke, 
By William Shake-speare. As it hath beene diiierse timis 
acted by his Highnesse seruants in the Cittie of London : as 
also in the two Vniuersities of Cambridge and Oxford, and else- 
where. At London printed for N : L. and John Trundell 1603.” 

The history of this First Quarto (1603) of Plamlet, and its 
relation to the Second Quarto (1604), form an insoluble problem, 
on which something must be said later. Here we need only 
note that the First Quarto is about half the length of the Second 
Quarto, presents innumerable and far-reaching variations from 
it, and was unquestionably an unauthorised and grossly imperfect 
edition. 

Such was the popularity of Hamlet that the Second Quarto 
was reprinted in 1605, and again in 1611 ; while before the 
close of the century four other Quartos of the play had appeared, 
besides the four Folio editions (1623, 1632, 1664, 1685). 

^ Sjpeaking of the First Folio in general, Mr Lee says : “ There is 
no doubt that the whole volume was printed from the acting versions 
in the possession of the manager of the company with which Shakespeare 
had been associated.” 
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IL 

BATE OF THE COMPOSITION OF HAMLET.’* 

Under the date July 26, 1602, the Stationers’ "Register lias 
the entry : 

Booke called Reve-nge of Hamlett Prince of 
Dejimarhe as yt was latelu Acted by the Lord Chamberleyne 
his servantesi^^ 

This Booke was undoubtedly Shakespeare’s tragedy ; the 
tragedy^ that is, of which the First Quarto gives us so corrupt a 
version. He belonged to the Lord Chamberlain’s company of 
actors, who on the accession of James L in 1603 were raised to 
the dignity of “The King’s Players.” Compare the description 
oi Hamlet on the title-page of the Quarto of 1603 as having 
“beene diuerse timis acted by his Higlinesse seriiants.” 

The date-— July 26, 1602 — of the entry of Hamlet on the 
Stationers’ Register hxes the limit of the date of composition 
in one direction. In the other direction the absence of Hamlet 
from the list of Shakespeare’s tragedies given by Meres in 
Palladis Tamia is, practically, a proof that it was not written 
before 1598. Within the limits thus de lined, the period 1601 
(late) or 1602 (early) may be accepted with conviction. It 
coincides with the entry of Hamlet on the Register. It places 
Hamlet after the group of “middle” comedies, in close 
relation to the tragedy Julius which anticipates 

in severaP ways. It harmonises with the general characteristics 
of style, metre and deepening gloom that mark the commence- 
ment of the great tragic period. And it hts, with nice precision, 
the unquestionable contemporary allusion that underlies the 
passage about the Players (ll. 2. 318 — 347). For the contro- 
versy^ alluded to was in full career in i6or — 1602, and there is 
some ground for thinking that towards the end of 1601 Shake- 
speare’s own company “ travelled ” in the provinces. 

1 Brutus becomes Hamlet.... Hamlet has, so to speak, just seen 
what happened to Brutus” — Braudes* 

2 See pp. -229, 230. 
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Of the two years I think that 1602 is the more probable 
date. It corresponds more closely with the entry of Hamlet 
on the Stationers' Register, as “latelie Acted (i.e. for the first 
time). Again, in seeking to determine closely the date of a 
particular play where certain limits in either direction are fixed 
by satisfactory evidence, account must always be taken of other 
plays known or supposed to have been also written within or 
nearly within those limits. Now Twelfth Night, the last of 
the joyous comedies, and Julius Ccesar, the first of the later 
tragedies, both date from 1600 — 1601 ; while 1603 claims 
Troilus and Cressida, To the intervening year no other play 
Hamlet seems assignable. This, therefore, is a second, 
and a sound, argument in favour of 1602. 

.Whether the Hamlet written at this date, and entered on the 
Stationers' Register in July, 1602, was suhstmtiialiy the Ha^nlei 
of the Second Quarto and Folio, our present ; or only 
a first draft, retaining (some think) parts of apre-Shakespearian 
Hamlet-play, and subsequently recast and expanded : this ques- 
tion depends really upon the relation of the First Quarto to the 
Second Personally I hold it correct to say that the tragedy 
as we have it was written substantially in 1602, 

III, 

THE HAMLET-STORY. 

Emerson's Essay on Shakespeare begins with the significant 
words : “ Great men are more distinguished by range and extent, 
than by originality." It is one of the commonplaces of criticism 
that Shakespeare's works are not remarkable for originality of 
plot and incident. There are, indeed, only two or three of 
%vhich some original has not been discovered. Delineation of 
character, with the treatment of incident as a'medium of charac- 
terisation, is primarily what constitutes his supremacy. And 
no play exemplifies these considerations more strikingly than 

^ Its success on the stage led to the play’s publication immediately 
afterwards ” — Zee. 

- See pp. liii — Iviii 


introduction: xiii 

Hamlet For here we have old-world legend touched anew to 
the highest issues. 

“The story of Hamlet is told in the Historia Danka of Saxo 
Grammaticus ^5 who wrote about ii8o — 1208. It appeared in 
French prose in Belleforest’s Histoires Tfuigigues^ 1570. The 
only extant English translation [from the French], The His tor ie 
of Hmnblet^ dates from 1608, but there may have been earlier 
versions, now lost- The tale in its original form is thoroughly 
characteristic of the age^ and country that gave it birth. It 
belongs to that Anglo- Danish cycle of legends, of which /sTmg 
Homt is a specimen, which celebrates the prowess of a national 
hero. Hamleds father Horwendil is murdered by his brother 
Fengo, who seizes the throne and marries his victim’s widou^ 
Gerutha. The Prince, summoned to revenge by his father*s 
ghost, feigns madness and is narrowly watched by his uncle 
and a courtier. The murder of this courtier by mischance, 
Hamlet’s voyage to England, and the death of his companions, 
follow as ill the drama, but the original version then takes a 
Cjuite independent course- Hamlet marries in England the 
king’s daughter and returns to Denmark, where he kills his 
uncle aiid is chosen king in his stead. He then visits England 
again, where he marries two wives, by one of whom lie is finally 
betrayed to his doom” (Boas). 

Such ill outline is the Hamlet-siory in the earliest connected 
form known to* us. The play’s general relation to it will be 
apparent at once. Some specific features of resemblance may 
be filled in further. 

“ Horveiidil’s son, Amletli, determines to disarm Fengo’s 
malevolence by feigning madness. In order to test whether 
he is really mad, a beautiful girl is thrown in his way, who is 

1 “The Lettered.®’ 

^ Note that it is pre-Christian ; Shakespeare changes this (see I. 
13^, note). Hints survive in Scandinavian literature of a much earlier 
legend of Amieth ( — Hamlet), “There is an allusion to Hamlet in 
Icelandic literature some two hundred years before Saxo 5 and to this 
day, ^Afnioihe^ (i.e. Hamlet) is synonymous with ‘fool ’ among the folk 
there ; 

b 2 .. 
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to note whether, in his passion for her, he still maintains the 
appearance of madness. But a foster-brother and friend of 
Amleth’s reveals the plot to him ; the girl, too, has an old 
affection for him; and nothing is discovered. Here lie the 
germs of Ophelia and Horatio.... 

“ Polonius, too, is here already indicated— especially the scene 
in which he plays eavesdropper to Hamlet’s conversation with 
his mother. One of the King’s friends proposes that some one 
shall conceal himself in the Queen’s chamber. Amleth runs his 
sword through him, and throws the dismembered body to the 
pigs, as Hamlet in the play drags the body out with him. Then 
ensues Amleth’s speech of reproach to his mother” — which in 
its purport resembles the speech assigned to Shakespeare’s 
Hamlet, 

“ One more little touch is, as it were, led up to in Saxo : the 
exchange of the swords. Amleth, on his return, finds the King’s 
men assembled at his own funeral feast. He goes around with 
a drawn sword, and on trying its edge against his nails he once 
or twice cuts himself with it. Thei'efore they nail his sword fast 
into its sheath. When Amleth has set fire to the hall and 
rushes into Fengo’s chamber to murder him, he takes the King’s 
sword from its hook and replaces it with his own, which the 
King in vain attempts to draw before he dies ” (Brandes). 

The legend has no prototypes of Laertes and Fortinbras, 
whom Shakespeare added as opposites to liamlet 

Now this Flamlet-story in its bare original is, we see, merely 
a primitive tale of revenge ; a chronicle of the typical deeds of 
a Northern blood-feud, based on local tradition but influenced 
greatly by Saxo’s familiarity with the classical story of the 
“ madness ” of Lucius Junius Brutus, the expeller of the Tarquins 
from Rome. It is the miracle of Shakespeare’s achievement 
in Ha^nlet XhKt ht has transformed such material into a work 
of enduring and universal appeal This transformation of the 
theme is effected thi'ough the characterisation of Hamlet him« 
seif; through the development, that is, of the simple into the 
complex. For the Hamlet of the old story is a straightforward 
character, marked by bx*avery, and by wit in assuming* madness 
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old-fashioned rhetorical type of tragedy exemplified in the 
Flayer^s speech {Hamlet^ IL 2, 43 ^ — ^ 49 ^)* doubts the 

play referred to, under the date June 9, 1594, in the Diary of 
the theatrical manager Henslowe, and in a pamphlet by Lodge, 
entitled Wits miserie^ and the Worlds madnesse^ discovering 
the Devils incarnate of this Age (1596). One of these evil 
spirits, says Lodge, is “Hate-Virtue, a foul lubber,” who “looks 
as pale as the visard of y^‘ Ghost, which cried so miserably at 
theater, like an oisterwife, Hamlet reuengel^ This last allusion 
gives us further insight into the character of the play 4 true to 
its Senecan inspix'ation mentioned by Nash, it contained a Ghost, 
and its leading motive was revenge. Indeed, the Ghosds appeal 
for revenge furnished the stage with a popular catchword. “ My 
name’s Hamlet reuenge,” says someone ironically in Dekker’s 
Satiro-maslix (1602). The allusion survived long after the old 
play was itself displaced by Shakespeare’s. It is found in the 
comedy of Westward Ho (1607), and even as late as 1618. 
There is an echo of this element — evidently the element of the 
old tragedy that had most impressed the imagination of play- 
goers-~in the title of Shakespeare’s own tragedy as entered on 
the Stationers’ Register. The revenge-motive and the super- 
natural machinery of its execution were favourite features of 
early Elizabethan tragedy. 

Who wrote this original play of Hamletl The old theory 
that Shakespeare was the author at whom Nash directed his 
satire in the passage of his Epistle quoted above, and that the 
Hamlet there referred to was an early sketch of his tragedy, 
involves insuperable difficulties, into which we need not enter. 

The theory which now holds the held is that the dramatist 
Thomas Kyd wrote the Hamlet mentioned in these allusions 
that preceded the publication of Shakespeare’s in 1603. 

That the passage in Nash’s Epistle is singularly applicable 
to Kyd has been shown conclusively k No doubt, it was 
prompted by jealousy of the favour accorded to Kyd’s tragedies, 

^ The allusion to “the in iEsop” is, no doubt, a pun, like 

Ben Jonson’s probably ironical description of the dramatist as sporting 
Kyd.’’ 





mmmmmmm 


xviii HAMLET, 

chief cities, sometinies in English, sometimes in combination 
with German players. The date of the original composition 
ci Ff^atricide PtmisJied cannot be determined. It survives in 
a modernised version dated October, 1710. But the play is 
proved to have been acted at Dresden in 1626, and is commonly 
supposed to date back much further. At any rate, Fratr/cz'de 
Punished belongs to the /A?;;//£'/-period, and apart from the 
interest of its general resemblance to Shakespeare’s Plamlet^ 
claims notice for two reasons. It opens with an explanatory 
Prologue such as Kyd, following the example of Seneca, prefixed 
to The Spanish Tragedy ; and there is much plausibility in the 
conjecture that a similar prelude^ commenced the old Hamlet- 
play and is reproduced to some extent in the Prologue to the 
German tragedy. Again, the ‘ ■ Court Chamberlain ” of Fratricide 
Punished-^ihe ^‘Coram^A"” of the 1603 Quarto of Hamlet ‘ajiA 
“ Polonius’’ of the 1604 Quarto— is called CoramdusS This 
fact brings Fratricide Punished into close relation with the 
of the 1603 Quarto. 

On the whole, the German play seems to be a composite 
piece of work; put together, probably, in a very summary 
fashion by one of the “Engdish Comedians” from the First 
Quarto of Shakespeare’s tragedy, translated by a German actor 
or writer who added fresh elements in the later scenes (where 
the German play diverges considerably from the English), and 
supplemented afterwards by actors himiliar with the full version 
of Hamlet as given in the 1604 Quarto. 

. V. . 

THE SOURCES OF “HAMLET.” 

It follows horn what has been said above, that in my 
opinion the real source of Shakespeare’s Hamlet is Kyd’s play. 
Here, one may fairly assume, he found the general outline of 

^ If there were a Prologue to the old Hamlet^ no doubt, it gave 
the audience, in brief, the inlbrmation conveyed in the Ghost’s speech to 
Hamlet, and foreshadowed liamlet’s revenge (Furness, i. pp. 114 — 120). 

^ See p. Iv. 
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(ever the crown of the dramatist’s art), humour and wit, poetry 
and pathos and tragic intensity, deft manipulation of plot and 
underplot and varied relief, are Shakespeare’s own gift, never 
the inspiration of another. This is in truth a vital point, and 
on it Dr Furness has some valuable remarks, written indeed 
with reference to the tragedies, more particularly Lear, 
but applicable {mutatis mtiimtdis) to Shakespeare’s plays in 
general. 

What false impressions are conveyed in the phrases which 
we have to use to express the process whereby Shakespeare 
converted the stocks and stones of the old dramas and chronicles 
into living, breathing men and women 1 We say ‘he drew his 
original ’ from this source, or he/ found his materials ’ in that 
source. But how much did he ‘draw,’ or what did he ‘find’? 
Granting that he drew from Holiiished, or whence you please, 
where did he find Lear’s madness, or the piidder of the elements, 
or the inspired babblings of the Fool? Of whatsoever makes 
his tragedies sublime and heaven-high above all other human 
compositions, — of that we find never a trace... .When, after 
reading one of his tragedies, we turn to what we are pleased 
to call the ‘original of his plot,’ I am reminded of those glittering 
gems, of which Heine speaks, that we see at night in lovely 
gardens, and think must have been left there by kings’ children 
at play, but when we look for these jewels by day we see only 
wretched little worms which crawl painfully away, and which 
the foot forbears to crush only out of strange pity.” 

Further, we must recognise as a simple fiict of literary 
history that Elizabethan feeling on the subject of originality and 
invention oi was not the modern feeling. The accepted 
practice then was that of Moli^re’s maxim : je prends mon bien 
ou je le trouve^^ } of Emerson’s aphorism : “ the greatest g-enius 
is the most indebted man.” In this respect Shakespeare was 
conditioned by the feeling of his own age. His position is that 
of the Greek tragedians. Fie dealt with existing material of 
drama-— whether an English chronicle, or a French collection 
of tales, or an old play, or a Euphuist romance— much as they 
dealt with the cycles of Greek national myth; and exercising 
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LOCAL COLOUR IN “HAMLET.’’ 

One of the points in which the Elizabethan drama, taken 
as a whole, may be said, I think, to differ from modern drama 
and fiction is the comparative slightness of its “local colour.” 
Elizabethan writers are not at such pains as their successors to 
suggest the natural and social surroundings in which the action 
of their works is laid. The rendering of environment and atmo- 
sphere, of customs and manners, seems incidental rather than 
designed and systematic. Nor is this to be wondered at; for the 
ill-equipped Elizabethan stage had practically no means of trans- 
lating descriptive or allusive touches into visual reality. At the 
same time, Shakespeare’s art does not by any means ignore this 
aid to illusion. His Italian plays show considerable knowledge 
of Italian life and national characteristics. The two Venetian 
pieces in particular — The Merchant of Venice^ and Othello — 
contain several intimate hints of familiarity. Macbeth^ again is 
penetrated with suggestions of a desolate northern landscape 
and whh the fierce, weird spirit of Celtic Scotland. It has 
been argued, indeed, that Shakespeare must himself have been 
in Italy and Scotland, that he painted from the life, from 
personal observation and memory. Probably, however, he was 
never out of England, nor need we assume other resources 
than his all-embracing sympathy and an imagination which 
enabled him to realise and harmonise into a vivid whole the 
miscellaneous information that could be derived from books 
and association with travellers. 

As in the Italian plays, and the tragedy of Scottish legend, 
so in this Danish tragedy there is an appreciable element of 
“local colour,” gained, no doubt, from some of Shakespeare’s 
fellow-actors who had performed in Denmark. 

^ See Appendix to The Merchant of Venice^ 187 — 190. 

2 See the “ Student’s Edition,” pp. xxiv — ^xxvi. 
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rinrktian IV Then *‘the names given [in the old texts of 

to the ».te»<io., 

Doubtless, too, “it is in consequence of what he had leaint 
from his comrades that Shakespeare has tra^nsferred the action 
THamlet irom Jutland to Elsinore, which they had visited and 
no doubt described to him. That is how he comes to know of 
he Castle at Elsinore (finished about a score of years earhei), 
Scg?!!' L. no, mention the name &onbo.s. Tl,. „ene ,n 
Ihich Polonius listens behind the arras, and m which Hamlet 

in reproaching the Queen, points tpjhe portraits 

present King, has even been regarded as P/°^^ 

speare knew something of the interior of the Castle. F 

Hamlet’s words seem to indicate P ^th^ citle'of 

on the wall, and a contemporary description of the Castk 
Kronborg mentions that the “ great chambei is ang 
Tapistaiy of fresh coloured silke without gold e wherein all 
the^Danish Kings are exprest in antique habits (i.e. diess . 
However, the theory is rather forced, and we 
Shakespeare’s own imagination with the responsibility of 

attributing family portraits to a palace. A > ,i,„ 

On the other hand, it can hardly be by accident that the 
University of which Hamlet and Horatio are students 
Wittenberg the favourite University, from its Lutheran sym- 
mthies of the Danes. Curiously enough, an English traveller 
Lords that when he studied at Wittenberg, 1 59^-1 5W. there 
wL then a Danish prince, Ulric, the younger brotoei mf 
Christian IV. of Denmark, at the University. And it is quite 
2 rtS that when, in the first and fifth Acts, Shakespea e 
Lies trampet-blasts .and.the, accompany the 

LiL which are drunk, he must have known tlmt this vms a 
specially Danish custom, and have tried to give his play locaL 

'°^romol^lL”fmphasis is laid in Ounlet on intemperate 
drinking as a national vice of jhe Danes, and there Abundant 
evidence that tins 'was a common charge against them 
Shakespeare’s time. 
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THE SUPERNATURAL IN “ HAMLET.” 

What is the effect of the introduction of the supernatiiml in 
HamMl Its results may, I think, be grouped (as in Macbeth) 
under three headings : plot, character-interest, atmosphere. 
Firstly, the supernatural is an essential part of the machineiy 
of the play. The Ghosds revelation to Hamlet sets the forces 
of the whole tragedy in motion. Only the Ghost could make 
the revelation, Claudius is no self-betrayer, and besides Claudius 
none knows (with the possible but improbable exception of the 
Queen?) that the elder Hamlet was despatched, though the 
‘Torged process” of his death may not have been accepted 
implicitly by all. Therefox*e, without the Ghost’s initial revelation 
of the truth to Hamlet, there would be no occasion for revenge; 
in other words, no tragedy of Hamlet, Moreover, the Ghost^s 
second appearance to Hai^et hastens the denommnthy whetting 
bis"^Bfunteffpurp^ exciting in him, through the bitterness 
of his self-reproach, a mood of increased desperation which 
(with Poloniiis’s death) alarms Claudius and stimulates him to 
bring matters to a speedy crisis. 

Again, the fact that the Ghost, while visible to Hamlet at the 
interview with his mother (ill. 4), is invisible to the Queen, must 
be meant, surely, to have some moral significance. It seems to 
symbolise the affinity between father and son, and the absolute 
breach (on her side, at least) between husband and wife. And 
does it not suggest that it is her perfidy that seals her eyes? 
that the coarsening of her nature has dulled her sense of things 
non-material, and sundered her far indeed from the spiritual 
world? At any rate, Hamlefs power to see and hold converse 
with the Ghost is a measure of the gulf between mother and son. 

Thirdly, the supernatural invests the theme with mystery. 
" It diffuses an atmosphere of awe through which the tragedy 
looms more impressive. It is a reminder of the existence and 
immanence of the more things in heaven and earth than are 
dreamt of in our every-day philosophy ; a waiiiing that at alj 
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clearly designed to represent the composed, evenly balanced 
man of unimaginative common sense. And the Ghost holds a 
long colloquy with Hamlet, and tells him, as we have noted, 
what no one but Claudius knows. These instances of the 
abnormal in the three plays cannot all be reduced to the same 
formula and labelled “subjective.” Their intrinsic differences 
require that we should discriminate ; and while the instance in 
Macbeth (iil. 4) may fairly be regarded as the mere illusion of a 
fevered, guilt-stricken fancy, the just conclusion with reference 
to the Ghosts in Hamlet Jtdhis Ccesar seem to be, 

that they are conceived as external to and independent of the 
imaginations of those who perceive them — as having, that is, 
“objectivity” and a “real existence outside the sphere of hallu- 
cination.^’ 

But whether Shakespeare himself “believed in ghosts” (as 
the saying is) were a fruitless because absolutely indeterminable 
subject of speculation. Enough for us, and perhaps for him, 
that the supernatural was a recognised instrument of dramatic 
art, one that appealed wdth a force we can hardly estimate to the 
credulity of an age which practised and persecuted witchcraft and 
sorcery. The wonderful thing is that his use of this motive 
never repeats itself. The Ghosts of Richard IIX,^ Julius Ccesar^ 
Hafnlet and Macbeth ; the kiiries and elves of Midsummer- 
Nighfs Dream ; the spirit- world of The Tempest ; the Witches 
of Macbeth and their Apparitions in the “Show of Kings”; 
what a world of mysteiy they represent, with what wealth of 
individualisation! 

IX. 

THE FAME ANB POPULARITY OF “HAMLET.” 

Hamlet \s the most famous, the most popular, play in the 
English language. For the mass of readers and of playgoers it 
has no rival, even among Shakespeare’s works. Its success was 
immediate. In a poem published in 1604 occurs the allusion : 
“Faith, it should please all, like Prince Plamlet” That is the 
key-note of an ever-swelling chorus. And the fame of Hamlet. 
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factors of its popularity. For the questions with which Hamlet 
confronts us are those which (in Emerson’s phrase) “ knock for 
answer at every heart.” The problem “ to be or not to be” ; the 
problem of “the something after death”; the thought of “a 
divinity that shapes” our destinies; the eternal enigma of 
life’s inequalities and injustices (ill. i. 70), of the seemingly 
unmerited suffering of the innocent (Ophelia), of the dis- 
proportion between wrong-doing or error and its punishment 
(Rosencrantz and Guildenstern), of inherited i*esponsibility 
which crushes one (Hamlet)^ while another (Fortjnbras) starts 
free on the path of prosperity and fame ; the inspiring sense of 
the world’s beauty and wonder, of man’s glorious attributes ; the 
mystery, on the other hand, of the dominance of evil : these are 
things fundamental, things that touch all, that permanently in- 
terest mankind ; and Hmnlei is the profoundest meditation on 
them of the world’s profoundest mind— Shakespeare’s “recorded 
convictions.” To all, therefore, according to the measure of their 
powers of understanding and reception, Hamlet brings a vital 
message. 

And as it is pre-eminently the Tragedy of Thought, so 
Hamlet — the representation of inaction — is the Tragedy of 
Action : hence its enduring success on the stage. Hamlet is 
a great acting-play, despite some slowness of movement in- 
herent in the subject and increased by the exceptional length. 
The theme is great zxi^perse quite clear: ‘will the son avenge 
his murdered father?’ It "is kept before us clearly, with the 
heightening effect of Hamlet’s irresolution and the King’s 
counter-plotting. It deals with elemental passions— filial piety, 
revenge, the instinct of self-defence— which come home to all. 
It is developed by the essential method of dramatic “action”— 
that is, through great happenings, great crises : witness the 
Ghost’s appearance to Hamlet, the Play-scene (that miracle of 
picturesqueness and melodrama), Hamlet’s interview with his 
mother. It closes in complete satisfaction of the natural desire 
to see vengeance done on the guilty, and done by the hero, whose 

1 Coleridge characterises Ilmnlei the slowest of Shakespeare’s 
tragedies (and Machcth as the swiftest) in movement 
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deatli also satisfies usj for we feel that it is “ the only way/’ the 
only possible atonement of his hesitations, and salvation of his 
tortured spirit. And if great character-interest be (as it surely 
is) a necessai'y part of action/’ then in this respect Hamlet 
(as we have seen) stands supreme. Other causes, too, of its 
stage-popularity will occur to the student : the pathos of Ophelia’s 
fortunes, the introduction of the supernatural (one of the per- 
manent, because ever effective, dramatic motives), the grimly 
humorous relief (v. i), and the range of character-contrast in 
the tragedy, which gives such diversity of impi'ession. This last 
interest is very important It radiates round Hamlet. From 
different points of view Horatio, Laertes, Fortinbras, and the 
Player (ii. 2. 527—548) are all foils to him. His whole sur- 
roundings, with their corruptness and plotting, are a contrast 
to his purity of motive. Plis assumed madness sets off Ophelia’s 
real madness. 

X. 


THE PERSONAL liLEMENT IN ^HlAMLET.” 

I think, too, that a strong reason why for many readers Hamlet 
(like The Tempest) means so much is the feeling that here we 
get near to Shakespeare himself 5 that the tragedy contains 
a measure of self-revelation. Some critics, of course, reject 
altogether the personal interpretation of Shakespeare’s plays. 
His art, they insist, is purely impersonal, the utterances of his 
characters are to be regarded as purely ‘‘dramatic” : far from 
“unlocking his heart” to us in his dramas, he worked in a 
sphere of sheer fancy, reproducing neither Iris own nor the 
nation’s life and experience. I confess that this theory of 
impersonality, of the creator’s absolute self-detachment from 
what he creates, is beyond my comprehension ; nor can I 
sympathise with the view that even if Shakespeare did project 
himself into his plays, we have no means at all of determining 
when he did so. To me his plays are documents which tell us 
a good deal about Shakespeare— not indeed the details of his 
political or religious opinions, but the general complexion of his 
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sympathies, his prevailing* mood at different periods of his 
career, his outlook on life. 

Emerson says : “ So far from Shakespeare’s being the least 
known, he is the one person, in all modern history, known to us.” 
This is, and presumably was meant as, a paradox i but it seems 
to me nearer the truth than its baiTen antithesis — the contention 
that we can never penetrate behind the veil of fiction, never 
catch the personal note. If several plays, assignable on sound 
evidence to a certain period, are marked by the predominance 
of certain views of life and certain moods, the coincidence surely 
justifies some inference as to Shakespeare’s own outlook on life 
at that period. Now Hamkt hdiongs to a group of works, tragi- 
comedies^ and tragedies, in which the general outlook on life 
is overcast. Shakespeare dwells on the seamy side of things, 
emphasises the corruptions of society, especially of co#ts and 
court life, dissects the frailties of human nature, and represents 
the world as out of joint. There is much of this temporary 
spirit of disillusion and embitterment in Hamlet Shakespeare 
even places in Hamlet’s mouth invective more appropriate to 
a subject than a prince ; the very indictment, indeed, of society 
and of life itself, which he expressed in- the Sonnets \ so that 
personally I cannot resist the conclusion that Shakespeare had 
himself lived (in the tragedy outlined in the Sonnets) through 
much, if not all, the desolation to which he makes Hamlet give 
vent^. 

Other personal experiences, too, may have left their im- 
press on Hamlet, Shakespeare’s father died in September, 
i6oi p and early in that year Essex (the subject of the famous 
allusion in Henry K Prologue v. 29—34) had been condemned 
to death, while Southampton (the patron to whom Venus and 
Ado?tis and Lucrece wqxq. dedicated) was imprisoned for his 
share in Essex’s conspiracy. These incidents may well “have 
lent fervour to Hamlet’s outbursts of grief and of friendship^.” 

^ Alps Well That ^nds Well (? 1602 — -1603), Troiltis and Cressida 
Measure for Measiire 

^ Herford. We may remember that the name of Shakespeare’s 
only son, who died in 1596, wsls Hamnet 
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Moreover, Hamlet’s treatment of the Players and rebuke 
to Polonius (ill- 2. 508 — 511) may fairly be interpreted as an 
expression of Shakespeare’s own sense of the consideration 
due to his actor’s calling. It is as a thoroughly practical 
23laywright — as one who knows by experience gained on the 
stage itself all the resources and requirements and artistic 
pitfalls of the theatre — that Shakespeare always writes ; and 
that is one of the points of view from which he must always 
be judged, “The forethought of the actor is seen on every, 
page of his drama. Plis stage-sense is suj)reme.” Thus 
nothing more effective from the stage-aspect was ever written 
than the Play-scene. It holds an audience spell-bomidj and 
the climax (iil. 2. 256) is overwhelming^ 

It may be added that tradition records only two of the many 
characters that Shakespeare must have acted, though we do 
know that he enjoyed a considerable reputation as an actox*. 
One was the Ghost in his own and this, says a writer 

of the 17th century, was “the top of his performance.” Tbe 
other was the part of Old Adam in jIs You Like It- 

^ Here in some modern stage- versions the curtain falls. The fact 
that iiorainally the scene is prolonged after Plamlet’s comments to 
Horatio is only an illustration, among many in Shakespeare’s works, how 
the absence of scenery on the Elizabethan stage affected the structure of 
jdays. In the Elizabethan theatre, as there was no curtain to fall and 
'practically no scenery to mark a change of scene, the tendency was to 
extend a scene instead of starting a fresh, one: as if the playwright 
thought that certain characters might as well stay behind as go off and 
return. Cf. A Midsummer-Nighfs Dream , i. i. 137, where strictly it 
is an awkward, artificial device to make Lysander and Plermia i*em,aiii 
for an interview which Egeus would naturally wish to prevent, while 
the Duke and all the other characters, including Egeus, leave the .stage. 
Cf. again the end of the first scene in Iltng and the third scene 
in Richard IL In each case the interview with which the scene closes 
would in a modern play be thrown into a fresh scene. For characters, 
to remain behind and wind up a scene appears unnatural, and it risks; 
an anticlimax. But Elizabethan audiences were used to the custom or 
the actors simply moving from one part of the stage (the so-called ^‘a^ironi 
stage”) to another, to mark a change of dramatic situation; cf. i. S« 
(“another part of the platform”). 
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with Hamlet. Horatio’s friendship and the admiration of 
Fortinbras are witness enough. Besides, we can judge ; perhaps 
judge better from our external standpoint. Hamlet’s horror of 
things jvil ; his deep fil ial piety, shown equally in his reverence 
ariS affection for his father and in his passionate pleadings with 
his mother; his gentle ness and geni ality with his friends and 
social inferiors (e.g. the officers and players) ; his ge nero us spirit 
i:^recogriising the worth of others (Fortinbras) and the rights of 
others (Laertes — v. 2.214) j his jjmsdenttOiiSIt^ss (hyper-sensitive, 
it is true, for he has the human defect of his qualities) which de- 
mands absolute proof of the King’s guilt ; his contempt of shams 
and conventions : these qualities speak for themselves, no less ‘ 
than his rich gifts of toellect j.rid Well can we 

believe that Hamlet was the hope of Denmark : The expectancy 
and rose of the fair state.” But all these possibilities of character 
and endowment are made null by circumstances. For the 
circumstances with which he is confronted are precisely such as 
to bring out all that is weak in Hamlet and to give no scope for 
a man of his type. Therein lies the pity of Hamlet’s lot. He 
is born to set right hideously abnormal conditions, and suc- 
cumbs under the duty: his very merits proving a hindrance. 


*‘The time is out of joint; O cursed spite, 

That ever I was bom to set it right 1 ” 

Gcethe says : these words, I imagine, is the key to Hamlet’s 

whole procedure, and to me it is clear that Shakespeare sought to 
depict a great deed laid upon a soul unequal to the perfomiance 
of it. In this view I find the piece composed throughout. Here 
is an oak-tree planted in a costly vase, which should have 
x'eceived into its bosom only lovely flowers ; the roots spread 
out, the vase is shivered to pieces. 

“A beautiful, pime, and most moral nature, without the 
strength of nerve which makes the hero, sinks beneath a burden 
which it can neither bear nor throw offi; every duty is holy to 
him, — this too hard. The impossible is required of him, —not 
the impossible in itself, but the impossible to him.” 

Yet the pity of it must not blind us as to the measure of 
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Hamiefs failing, and the lesson which its consequences teach. 
His procrastination costs in the end the lives of his mother, 
Ophelia, Polonius, Laertes, Rosencrantz, Guildenstern, and him- 
self. Horatio in Hamlet’s position would have done the deed at 
once, and seven lives would have been saved. Nor can any 
scruple as to the morality of a revenge -which involved bloodshed 
be pleaded in extenuation of Hamlet’s tardiness. This aspect 
is never hinted at Given the moral certainty of Claudius’s 
guilt, his death must follows In this respect at any rate 
Hamlet is “Amleth,” and Christianity does not affect the stoiw. 
He accepts the duty implicitly : he may doubt about every- 
thing else, but he never doubts about that. And after the Ghost’s 
revelation Hamlet does noi doubt. He ‘‘takes the Ghost’s 
w^ord for it ” absolutely — at first. It is only when two months 
have been let slip that we find him doubting. The doubt, I take 
it is then quite genuine ; it is no conscious piece of self-jugglery. 
The impression of the “supernatural soliciting” (to borrow 
Lady Macbeth’s fine phrase) has worn off; lost in a haze of 
hesitations and self-reproaches and futile brooding. 

And so we come to the problem of problems : why does 
Hamlet put from him this duty to which the strongest conceivable 
promptings call — ^his father’s foul death, his mother’s dishonour 
(which the death of Claudius can alone end), natural ambition 
to obtain his rightful inheritance, and the examples of others-— 
“ examples gross as earth”? The answer must be sought for in 
Hamlet’s character. It must lie — mainly — in a particular fault, 
some “one defect,” which pervades and perverts the “noble sub- 
stance” of his whole being. The simplest explanation, if we did 
not know Hamlet, would be physical cowardice ; but Hamlet is 
no coward, and there is nothing simple about him. We must look 
deeper, 

“In Hamlet” (says Coleridge).,. “we see a great, an almost 
enormous, intellectual activity, and a proportionate aversion to 
real action consequent upon it, with all its symptoms and 
accompanying qualities. This character Shakespeare places in 
circumstances under which it is obliged to act... : Hamlet is 
brave and careless of death ; Me vacillates from sensibility^ 
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and procrastinates from thotighty and loses the power of action 
injhe energy of resolve'^ 

And again : 

“ Shakespeai'e wished to impress upon us the truth : that 
action is the chief end of existence, — that no faculties of 
intellect, however brilliant, can be considered valuable, or 
indeed otherwise than as misfortunes, if they withdraw us from, 
or render us repugnant to action, and lead us to think and 
think of doing, until the time has elapsed when we can do 
anything elTectually. In enforcing this moral truth, Shakespeare 
has shown the fulness and force of his powers ; all that is 
amiable and excellent in nature is combined in Hamlet, with the 
exception of one quality. He is a man living in meditation, 
called upon to act by every motive human and divine, but the 
great object of his life is defeated by continually resolving to 
do, yet doing nothing but resolve.’’ 

To put the case simply : Hamlet thinks too much, Wer gar 
mi viel bedenkt wird wenig leisten \ But why is this antago- 
nistic to action 1 Excessive introspection checks action by too 
curious a consideration of the need and justice of the action 
contemplated, by over-analysis of the motives which prompt the 
action, by over-meditation on the probable consequences (“the 
event,” iv. 4. 41) of the action. A man of the Hamlet-type 
(and the type grows commoner as life grows more complex in its 
social conditions) sees, or seeks to see, every side of a question. 
His mind weighs all that may conceivably be said for and 
against the course proposed. It refines and refines in the futile 
craving to strike the exact balance between conflicting considera- 
tions ; until at last its perception of the essential is obscured by 
details, its impulse to act undermined by the half-conscious 
effect of objections and scruples. Imagination conjures up visions 
of what may befall and “conscience” paints the worst of the 
possible results of action — self-reproach. And so the will-power 


^ The italics are mine. 

” ‘He who reflects too much will accomplish little ’ (Schiller). 
^ Compare Macbeth before Duncan’s murder. 
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another is the parent of the tragic happenings of life. The 
whole intention of drama is the purification of passion by the 
representation of its effects in others ; and throughout Hamlet 
the hero is shown us, if not as “passion’s slave,’’ yet as a man 
with terrible capacities of feeling, one in whom emotion gains 
an ascendency that at times upsets the whole equilibrium of his 
being. Five signal illustrations stand out : the close of the scene 
with the Ghost (l. 5), the scene with Ophelia (in. i), his wild 
outburst after the Play-scene, the interview with his mother, and 
the church-yard scene (v. i. 247—- 285). But the conception runs 
through the play. This emotional element in Plamlet is fostered 
by his self-detachment, for the best discipline of excess of feeling 
is contact with life and men. At the same time, his sensibility, 
the stimulus of action, is counterbalanced by his reflectiveness, 
the check of action. Feeling less, PI amlet would have less 
inclination to act \ thinking less, he would have more power 
to act Through the contest of these antagonistic tendencies 
his whole soul is tossed about in a restless ecstasy of self-torture. 
But when feeling does not translate itself into action, the 
expression of it is apt in the end to become a substitute for 
action. We see this in Hamlet and Shakespeare’s Richai'd IL 
They represent the type of men who expend in fine feeling and fine 
phrasing the force that should go into resolute deeds. They “un» 
pack the heart with words ” (li. 2. 563) : how Hamlet furnishes his 
own condemnation— as good as a chorus” to himself 1 Their 
eloquent self-reproach becomes an anodyne to the conscience. 
It is the pernicious “should,” “the spendthrift sigh” of regret 
“that hurts by easing” (iv. 7. 122, 133), the “sweet oblivious 
antidote” that but enfeebles more the weak will- 

It has been argued that the root-cause of Hamlet’s inaction 
is his melancholy, and that this melancholy springs from the 
moral shock of his mother’s marriage : the play (we are told) 
does not show us the normal Plamlet^ the youth of whom so 
much had been hoped, but a heart-sick, disillusionised Plamlet, 
who at this particular juncture lias lost faith in humanity and 
fallen into the mood of depression which makes active partici- 
pation in the affairs of life peculiarly hard to all of us. This is 
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defence^ The Ghost’s revelation shows him the danger to 
his own life, and on his life depends his father’s avengement : 
he must live at least till that is achieved. But the shock of 
the Ghost’s revelation robs Hamlet of his self-mastery at the 
moment, and imposes on him an impossible strain in the 
future : knowing the truth, he must meet his father’s murderer 
and never betray his knowledge till his appointed work is 
done. To ask this of himself— and Hamlet knows himself, 
as we have seen— is to ask too much. But his swift brain 
hits on an expedient which his present (i. 5. 92— *181) mood 
suggests. Natural revulsion of feeling has cast him from a 
state of extreme horror into its opposite, or apparent opposite. 
Why not maintain this ‘Vantic disposition ” as a screen Under 
which he can watch the King and wait his opportunity of 
revenge? Claudius will hot trouble about a madman, even 
though he be the rightful claimant of the throne and the people’s 
favourite ; and in a madman things will be overlooked that else 
might excite the King’s suspicion. Under this disguise Hamlet 
can feel sure of himself. 

And may we not say that, roughly, the device justifies itself 
up till the Play-scene ? At any rate, Hamlet is alive two months 
after the Ghost’s revelation, and must have had chances of 
carrying out the Ghost’s injunction • witness, indeed, his self- 
reproaches (II. 2. 543 — 557). Nor seemingly (but we cannot be 
sure with such a villain) does Claudius suspect the real cause of 
Hamlet’s ‘distemper” earlier than the Play-scene, though his 
suspicious cunning tells him that more than grieffor his father’s 
death (ir. 2. 7 — 10), or disappointed love (ill. i. 162—175), is at 
work in Hamlet. After the Play-scene the madness must be a 
transparent feint to Claudius. Its prominence declines as the 
real madness of Ophelia develops. 

Again, is Plamlet mad in any degree? 

Extravagances which lie on the surface, such as the wiki 
appearance described by Ophelia (n. i. 71—75) and irresponsible 
bearing towards the King and Polonius, belong to the part he 

^ Tn the Hy stork of Ba 7 }ihlet\\Q. says ; am constrained to pi aye 
the madde man to save my life,” 
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; and Ophelia are shown us together alone (ill. i). We have been 

I prepared for it— for the change, that is, in Hamlet’s bearing to 

’ Ophelia— by her description to Polonius in the first scene 

of the second Act. The idea of the two meetings is the same, 

; but the di^amatist takes care to avoid repetition in its develop- 

I ment. Some critics interpret Hamlet’s interview with Ophelia, 

} after she has been set to entrap him, by an assumption for 

; which the text furnishes no explicit warranty. 

“Here” (ill. i. 103—150), says Coleridge, “it is evident that 
the penetrating Hamlet perceives, from the strange and forced 
I manner of Ophelia, that the sweet girl was not acting a part of 

her own, but was a decoy i and his after-speeches are not so much 
:ji directed to her as to the listeners and spies. Such a discovery 

f in a mood so anxious and irritable accounts for a certain 

harshness in him.” The scene is sometimes acted in accor- 
dance with this view; Polonius is made incautiously to show 
li himself. But a matter so important to the characteiisation 

of Hamlet himself, and to the movement of the whole play, 
I should not (one feels) be made dependent on a theatrical 

I expedient of which the text gives no direct indication. We 

I ought surely to look deeper, for some organic cause of Hamlet’s 

I unsparing bitterness of contempt and repulsion. And may we 

I not find the cause in Hamlet’s idealising love of Ophelia and its 

I disappointment? What might not a Rosalind or Juliet have 

I' been to Hamlet at this turning-point of his life? But Ophelia 

I is none such : she is “ plainly quite young* and inexperienced ; 

|. and hers are the passive virtues— gentleness and self-effacing 

il submission. She has had to choose between her family and her 

; lover; and she has not chosen him. Acting under her father’s 

I orders, she has repelled Hamlet’s visits and letters, and he 

i thinks she has turned against him because the world hash He 

may not know how far she is below the ideal his love and fancy 
il had pictured of her— that she lias handed over his letteiy 

■ii plays the decoy ; but he knows enough for resentment ; and 





to be wroth with one we love 
Doth work like madness in the brain. 


^ Bradley. 
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merely “tedious old fool which Polonius assuredly is not. 
Hamlet must have guessed that Polonius has come between 
Ophelia and himself, and this adds personal hate to the scorn 
which the type of character represented by Polonius would 
under any circumstances inspire in Hamlet. He even shows his 
feeling against Polonius to Ophelia herself (ill. i. 130 — 133) : an 
almost inconceivable barbarity in a man of Hamleds delicacy of 
temperament. He has too another ground of disgust with the 
Chamberlain. Polonius, it would appear (i. 2. 47-— 49), had 
served under Hamlet’s father, and attained high position and 
influence at the Danish Court-facts which should give us 
pause if we are minded to dismiss Polonius with Hamlet’s 
own scornful estimate. Yet now Polonius is the devoted slave 
of the new King, the willing instrument of the new regime and 
all its tortuous policy. Naturally Hamlet is bitter against such 
a trimmer. Nor could there, apart from reasons for direct 
personal resentmentv be any community of feeling between 
types so antagonistic. 

Polonius^ represents the spirit of worldliness in its worst 
aspects ; the spirit which at a very early age says goodbye to 
any idealism it ever possessed and takes for its guiding rule 
a low estimate of human nature; which holds that every 
man has his price, and that trickery and intrigue are your only 
weapons to fight the world withal; which accepts the maxim 
that “whatever is is best,” or to be made the best of, without 
too curious a consideration of antecedents or results ; which 
almost deifies convention and compromise. 

His position in the state proves the ability of Polonius ; the 


man whom Claudius deems it worth while to conciliate must be 
a good deal more than “a foolish prating knave” (iii. 4. 214) : 
and to ability is added the practical wisdom of great experience. 
Polonius’s counsel to Laertes is an admirable epitome, as far as 
it goes. He can even strike a lofty note (1. 3. 77— 79), sounded, 
maybe, seldom in his own life. Such men, with their insight 
into the seamy side of human nature, their consequent caution 


^ It seems to me very improbable that Shakespeare meant to satirise 
the statesman Bmieich, who died in i^oS. . 
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Unhappily the best constructed windlasses may go wrong, 
and craft bring its own confusion. Polonius discovers this too 
late. His sordid purview of life has comprehended only a 
segment of the great arc; and it is one more of the ironical 
felicities of Hamlet that this venerable prophet of chicanery 
should be made to point the elementary moral that honesty is 
the best policy. 

Polonius shows us what Laertes would have become, Laertes 
what Polonius once was. For Laertes, too, is a man of courts, 
worldly-wise after the fashion and example of his father, and 
equally willing to obtain his goal by ‘‘indirections”: witness 
the “practice” against Hamlet Superior to Hamlet in super- 
ficial accomplishments, Laertes is immeasurably inferior in all 
that pertains to conscientiousness, intellect, sentiment Yet in 
one vital respect he shines at the expense of Hamlet Laertes 
can act — that we never doubt — and thus wins the admiration 
which action, unsci'upulous or not, compels. The passionate 
energy with which he pursues his revenge sets in cruel relief 
HamlePs irresolution ; and though he stoops to a base means of 
retaliation on Hamlet himself, it must be remembered how greatly 
he has suffered at Plamiefis hands : loyal to father and sister, he 
has lost both through Hamlet. The part Laertes plays in the 
scheme of the tragic action as Hamlefs antitype speaks for 
itself; but critics justly dwell on the wonderful nicety and 
precision of the combined parallel and contrast \ F or whereas 
their revenge springs from the same motive and (up to the point 
where Laerteses fury turns upon Hamlet) is directed against the 
person — a device which brings them into instant and 
intense comparison — Laertes has only suspicion instead of 
Hamlet’s grounds of practical certainty as to Claudius’s guilt, 
and Laertes risks the consequences which Hamlet would escape, 
as the prince and people’s favourite. The whole contrast, so 
vivid se^ between the conduct of the two sons confronted with 
the same duty stands out more vividly against the background of 

^ The contrast is foreshadowed early (i. 2) : for Laertes, Paris, the 
city of pleasure ; for Hamlet, Wittenberg ; the one insists (58— 61), the 
other yields (120). 
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tlie contrast between the two fathers h For the sake, then, of 
his/zVto and. daring spirit let not Laertes pass into the Beyond 
without the meed of some pity. 

Of the purely subordinate characters, Rosencrantz . and 
Guildeiisterii, though colourless and uninteresting in them- 
selves, have an interest for us in relation to Samlet Is his 
treatment of them justifiable ? that is, justifiable according to 
the ethics of bis time. The answer seems to tuim on the 
ctuestion whether Hamlet has good reason for believing them , 
to be privy to the plot which he finds them — consciously or 
unconsciously— carrying out Direct proof of their complicity 
Hamlet certainly does not possess, nor does any passage of the 
play furnish direct proof. But the evidence of the kind called 
‘^^circumstantiar^ is surely such as to warrant Hamlet’s convic- 
tion of their guilt. Appearances are dead against them ; and it 
is natural that he should interpret those appearances (v. 2. 16 — 
25)111 the light of the fiict that Rosencrantz and Guiklenstern 
are the self-confessed spies and hirelings of his uncle, and that 
his resentment should be whetted by the memory of their old 
friendship. 

Some critics find in Hamlet’s self-defence (v. 2. 57 — 62) a 
measure of “ uneasiness ” — as if he half regretted what he had 
done. I cannot see it. His sense that ^Hhey are not near his 
conscience ” appears to me absolute. And his revenge on them 
is surely consistent with his thirst for revenge on Claudius; 
equally to be judged by the standard of the age in which he 
lives ; true also to the common experience that sensitive and 
delicate natures, by stress of moral reaction, are often the most 
remorseless. 

How characteristic, too, are the form and manner of 
Hamlet’s revenge. “The ingenuity of the trick captivates 
him,” like the device of the Play-scene, and its “rashness” 
(v. 2. 7) bespeaks the man. 

To end with Horatio is to end on the one really happy note 

^ We are told just enough of the elder Hamlet to make the Inaction 
of the son of siu/i. a father the more inexplicable and mexcusable. 
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of HamleL He alone^ among the drapmtis personas of primary 
importance excites neitlier distaste nor pity, but the reverse. 
All the others fail or offend our sympathies. Without Horatio 
Hamlet were a tragedy of unique depression. 

Horatio too contrasts with Hamlet : the contrast that in life 
has formed the basis of innumerable friendships, and that has 
furnished the character-interest of many a play. Horatio is 
hardly essential to the working out of the plot, whereas Laertes is 
the instrument of the catastrophe. We might perhaps express 
the distinction by saying that Laertes serves as a foil to Hamlet 
through what he does, Horatio through what he is. Severally 
they iilustrate~~in the main — contrast of part and contrast of 
character. 

Horatio is a fellow-student of Hamlet, but does one not look 
upon him rather as a typical soldier ^ of the same noble kin as 
Shakespeare’s heroic men of action ? Horatio’s character is not 
drawn in detail, else from his proximity to Hamlet he might 
divert attention or detract from the hero. But its essentials are 
indicated in just such fulness as the desired antithesis to 
Hamlet demands. Hamlet’s description in that speech which 
has already been mentioned (ill. 2. 63 — 73) goes to the root. 
“ Not passion’s slave ” : that is how Horatio is shown us 
throughout He is typically the cool, unimpassioned man of 
action ; not without deep feeling (v. 2. 328 — 330), but with 
feeling sternly disciplined; like Shakespeare’s hero, Henry V., 
not without a gift of speech where occasion needs, but sparing 
of speech, and very sparing of self-revelation*’^ ; a man, in fact, 
who gives the rein neither to imagination (compare Hamlef s 
hint, I. 5. 166, 167), nor to emotion, who takes things as they 
come and disariiits fortune herself of her weapons (ni. 2. 63 — 65^ 

1 Fortinbras does not come much within the dramatic circle ; though 
from what we do see of him, and what Hamlet says, we are ready to 
accept him hopefully as Hamlet’s successor. 

- It is as a soldier that he first appears ( I. I ). 

‘ 3 Yet what beautiful touches there are: e.g. i, 5, 125, 126, 133, 
where he wouki save his friend and Prince from himself; in. 2. 54; 
and V. 2. 347, 348 (the one glimpse beneath the surface). 
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between willing and doing, between discernment 'and resolve, between 
resolve and action. Pie is occupied in developing the relation of a fine 
soul to a great character, of a sensitive and intelligent nature to a prac- 
tical one, of intellectual strength to power of action. Pie shows us howj 
by the one-sided traming of the mind, the active side of our nature is 
crippled and fettered 5 how the finest cultivation of the heart is fruitless 
for energy when the discipline of the will is neglected; how, being 
absorbed by the world within, we are alienated and diverted from that 
without, giving reality to shadows, and casting a cloud over the actual ; 
how the hand which is least occupied possesses the more tender feeling, 
but how, on the contrary, the tenderer feeling necessarily effeminates 
the hand ; how hard the transition may be from the noblest principles 
to real action ; how the best qualities without the due cultivation of the 
mental, social, and active powers fail in perfect value, and miss their 
aim at last; how, without this harmony of all points of the human 
being, the noblest mind (to use Ophelia’s expression) is overthrown, 
a bell out of tune, though designed in the finest mould. Thus noble 
in nature has Shakespeare designed his Hamlet. Pie has endowed 
him with all great gifts of heart and mind ; if we take hold of this side 
of the character we are captivated by his amiable qualities, and are 
tempted to believe that the poet intended to magnify this inner life 
of man above the outer one of action ; for he has placed the figures 
of this opposite colouring, Laertes and Fortinbras, very much in the 
background compared with Hamlet If we do not look out for the 
shadow-side of his liero, if we do not take into consideration his tragic 
end, if we did not remember those grand forms of Henry and Percy, 
we might strengthen ourselves in this belief; as it is, we only perceive 
that the poet knows how to honour one side of human nature as 
much as the other; we see again another and greater instance of his 
wonderful, impartial, and many-sided interest in all the qualities 
which belong to man. He places Plamlet at the highest point of 
mental gifts and moral effort, without being blind to the faults or 
deficiencies of his qualities and education, which detract so much from 
his worth and his virtues.. . .For in his sight the very quality, it must be 
admitted, which is lacking in Hamlet alone gives man his true value. 
Filled wdth the conviction that active life is the only real life, he has 
depicted his Henry and Percy with such glad preference; and in the 
same way this poem of Hamlet is also only a eulogy and a glorification 
of the active nature from a picture of the contrary. With a mental 
nature rich in fancy and full of soul, born rather for feeling than acting, 
more for thinking than doing, more as an artist and scholar than as 
a hero, warrior, or statesman, Hamlet with his superior mind has d is- 
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Hamlet^ tliat is, which the world knows and acclaims — are in 
the main represented but meagrely in the First Quarto. Hence 
the Hamlet of the First Quarto is a far less impressive and 
mysterious character. Some critics also hold that his mad- 
ness is much more pi'onounced ” in the earliest version, and that 
in this respect he is more akin to the Hamlet of tradition. 

Be this as it may, the character of the Queen, and her part, are 
not drawn on identical lines in the two Quartos. In the Second 
Quarto an atmosphere of guilty acquiescence hangs about her, 
and her complicity in the murder of her husband is even hinted 
at in one passage (iir. 4. 29, 30). In the First she explicitly 
protests her innocence : 

But as I have a soule, I sweare by heaven 
I never knew of this most horfide murder.’’ 

More : she as explicitly promises to help Hamlet in prosecuting 
his revenge : 

*‘I will conceale, consent, and doe my best 
What stratagem soe’re thou shalt deuise.” 

This feature of the tragedy is developed in a scene to which the 
Second Quarto has no counterpart at all. In it Floratio tells 
her that he has received a letter from Hamlet announcing his 
escape from the King’s plot and his return to Denmark ; and 
through Horatio she sends him a message of encouragement 
and counsel : 

^‘Commend me 

A mother’s care to him, bid him a while 
Be wary of his presence, lest that he 
Faile in that he goes about.” 

Thus her attitude to Claudius and to Hamlet differs in the two 
Quartos. In the First she is not wholly at one with her 
husband in sympathy and guilt ; consequently, she and her son 
have more in commonh In the Second the most she does is to 
try to shield Hamlet (iv. i. 26, 27), and to warn him (v. 2. 297), 

^ This difference in regard to the character and part of the Queen is 
the most obvious difference between the two Quartos, and the feature in 
which some revision by Shakespeare strikes me as likeliest. 
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story of Hamiet^ some, portions of which are still preserved in Qi ; 
that about the year 1602 Shakespeare took this and began to 
remodel it for the stage, as be had clone with other plays ; that 
represents^ the Play after it had been retouched by him to a 
certain extent, but before his alterations were complete ; and that 
in Q2 we have for the first time the Hamlet of Shakespeare 2.” 

The acceptance of this theory is not exempt from grave 
difficulties. Knowing how slight is the relation of Henry K to 
the old play of T/^e Famotis Victories^ and of Khig Lear to 
its predecessor, one may well be loth to assume that in the 
plenitude of his powers ^\i2lk.es'^ezxe would be content merely 
to revise and remodel. That he should adopt the story of some 
existing piece and adapt it to his own purpose would be cjuite 
in accord with his practice ; but that then — in 1602 — he should 
actually retain and incorporate work of another dramatist is a 
proposition which I cannot accept. 

Again, the old Hamlet-play, as we have seen, was undoubtedly 
by Kyd. Consequently the un-Shakespearian portions of the First 
Quarto which are supposed to be survivals from the old play 
ought to be in the style of Kyd 2. But Dowden says : “The 
general style of the Hamlet of 1603 is much more like that 
of an ill-reported play of that date than like the style of 
a play of Kyd^s and Marlowe’s time ” ; and again : “ with the 
exception of [five lines], I see nothing that looks pre-Shake- 
spearian, and I see much that is entirely unlike the work of Kyd ” 
(i.e. in the First Quarto). The characteristic note— bombastic 
declamation — of early Elizabethan tragedy is sounded scarcely at 
all in the First Quarto (apart from the “ interlude Lastly, if 
our H amlet had passed through this extensive process of recasting 
and rewriting, would it be the homogeneous^ uniform work that 
it is ? This consideration is, to my mind, the great objection to 
the application to Shakespeare’s plays of these theories of 
I'ecasting and extensive revision. 

^ i.e. in a garbled version. The corruption of text speaks for itself. 

2 Clarendon edition, quoted by Furness, II. p. 3'2. 

® Similarities of phrase and sentiment (see p. xvii.) are obviously 
on a different plane from whole passages, 
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He would turne all Ms teares to droppes of blood. 

Amaze the standers by with his laments, 

Strike more then wonder in the judiciall eares. 

Confound the ignorant, and make mute the wise, 

Indeede his passion would be generall. 

Yet I like to an ass and lohn a Dreanies, 

Hauing my father murdred by a villaine, 

Stand still, and let it passe, why sure I am a cowards 
Who pluckes me by the beard, or twites my nose, 

Giiie’s me the lie i’th throate downe to the lungs. 

Sure I should take it, or else I haue no gall, 

Or by this I should a fatted all the region kites 
With this slaues offell, this damned villaine, 

Treacherous, bawdy, murderous villaine: 

Why this is braiie, that I the sonne of my deare father, 
Should like a scalion, like a very drabbe 
Thus raiie in wordes« About my braine, 

I haue heard that guilty creatures sitting at a play, 

Hath, by the very cunning of the scene, confest a murder 
Committed long before. 

This spirit that I haue scene may be the Diuell, 

And out of my weakenesse and my melancholy, 

As he is very potent with such men, 

Doth seeke to damne me, I will haue sounder proofes, 
The play’s the thing, 

Wherein He catch the conscience of the Kingd^ 
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BRAUA'i'lS PERSON^]:. 


Claudius, Ring of Denmark. 

PIamlet, son to the former, and nephew to the present King. 
PoLONius, lord chamberlain. 

Horatio, friend to liamlet. 

Laertes, son to Polonius. 

VOLTIMAND, 

Cornelius, 

Rosencrantz, 

Guildenstern, 

OSRIC, 

A Gentleman, ^ 

A Priest' , 

Marcellus, ) 

Bernardo, | 

Francisco, a soldier. 

Reynaldo, servant to Polonius, 

Players. 

Two Clowns, grave-diggers. 

Fortinbras, prince of Norway. 

A Captain. 

English Ambassadors, 

Gertrude, Queen of Denmark, and mother to Hamlet, 

Ophelia, daughter to Polonius. 

Lords, Ladies, Officers, Soldiers, Sailors, Messengers^ 
and other Attendants, 

Ghost of FlamlePs Father. 


\ 

i courtiers. 


Scene : Denmark . 
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HAMLET. ■ [ACT L 

Enter Horatio Marcellus. 

Friends to this ground. 

Marcellus. And liegemen to the Dane. 15 

ErafU Give you good night. 

Marcelhis. O, farewellj honest soldier : 

Who hath relieved you? 

Francisco. Bernardo has my place. 

Give you good night [Exit. 

Marcellus. Holla! Bernardo 1 

Bernardo. Say, — - 

What, is Horatio there? 

Horatio. A piece of him, 

Ber. - Welcome, Horatio : welcome, good Marcellus. 20 
Mar. What, has this tl^g^ appear’d again to-night? 
Bernardo. I have seen nothing, 

Marcellus. Horatio says ’tis but our fantasy, 

And will not let belief take hold of him 

Toudiing this dreaded sight, twice seen of us: 25 

Therefore I have entreated him along 

With us to watch the minutes of this night j 

That, if again this apparition come^ 

He may approve our eyes and speak to .it. 

Hor. Tush, tush, ’twill not appearT^ 

Bernardo. Sit down awhile ; 30 

And let us once again assail your ears, 

That are so fortified against our story, 

What we two nights have seen. 

Horatio. Well, sit we down, 

And let us hear Bernardo speak of this. 

Benmrdo. Lsist night of all, 35 

When yond same star that’s westward from the pole 
Had made his course to illume that part of heaven 
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[ACT L 


He smote the sledded Polacks on the ice. 

’Tis strange. 

Mar, Thus twice before, and jump at this dead hour, 65 
With martial stalk hath he gone by our watch. 

Mar, In what particular thought to work I know not; 
^But, in th^gross^S^scope of my opinion, , , ^ 

^This bodes some strange eruption to our state. 

- Mar, Good now, sit down, and tell me, he that knows, 70 
Why this same strict and most observant watch 
So nightly toils the subject of the land; 

And why such daily cast of brazen cannon, 

And foreign mart for implements of war; 

Why such impress of shipwrights, "whose sore task 75 
Does not divide the Sunday from the week ; 

Mdiat might be toward, that this sweaty haste 
Doth make the night joint-labourer with the day : 

Who xs’t that can inform me? 


Horatio, That can I; 

At least, the whisper goes so. Our last king, So 

Whose image even but now appear’d to us, 

Was, as you know, by Fortinbras of Norway, 

Thereto prick’d on by a most emulate pride, 

Dared to the combat; in which our valiant Hamlet — 
For so this side of our known world esteem’d him-— 85 
Did slay this Fortinbras ; who, by a seal’d compact, 

Weil ratified by law and heraldry, 

Did forfeit, with his life, all those his lands 
Which he stood seized of to the conqueror: 

Against the which, a moiety competent 90 

Was gaged by our king; which had return’d 
To the inheritance of Fortinbras, 

Had he been vanquisher; as, by the same covenant, 

And carriage of the article design’d, . 


,’i. 






Siliji 


■III 


■WIlBilBfWllBailSiliMW 

;Mll*ISIIl!ilMIIfiliia 


s , , .HAMLET. ' ■ [act L 

Re-enter Ghost. 

Hi cross it, though it blast me. Stay, illusion 1 
If thou hast any sound, or use of voice, 

Speak to me ; 

If there be any good thing to be done, 130 

That may to thee do ease and grace to me. 

Speak to me ; 

If thou art pnvy to thy country’s fate, 

Which, happily, foreknowing may avoid, 

O, speak ! ^35 

Or if thou hast uphoarded in thy life 
Extorted treasure in the womb of earth, 

For which, they say, you spirits oft walk in death, 

\Cock crows. 

Speak of it : stay, and speak 1 Stop it, Marcelius. 

Marcellus. Shall I strike at it with my partisan ? 140 

Horatio, Do, if it will not stand. 
jBernardo. ’Tis here! 

Horatio, ’Tis here! 

Marcelius, ’Tis gone ! \Exit Ghost 

We do it wrong, being so majestical, 

To offer it the show of violence ; 

For it is, as the air, invulnerable, 145 

And our vain blows malicious mockery. 

Bernardo, It was about to speak when the cock crew. 
Horatio. And then it started like a guilty thing 
Upon a fearful summons. I have heard, 

The cock, that is the trumpet to the morn, 150 

Doth with his lofty and shrill-sounding throat ■ ’ c 
Awake the god of day ; and at his warning, - . “ 

Whether in sea or fire, in earth or air, \r 

The spirit hies ’ ^ 
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[act L 


That we with wisest sorrow think on hiiHj 
Together with remembrance of ourselves. 

Therefore our sometime sister, now our queen, 

The imperial jointress to this warlike state, 

Have we, as ^twere with a defeated joy,— To 

With an auspicious and a dropping eye, 

With mirth in funeral and with dirge in marriage, 

In equal scale weighing delight and dole,— 

Taken to wife: nor have we herein bardd 

Your better wisdoms, which have freely gone 15 

With this affair along : for all, our thanks. 

Now follows, that you know, young Fortinbras, 

Holding a weak snpposai of our worth, 

Or thinking by our late dear brother’s death 

Our state to be disjoint and out of frame, 20 

Coileagued with the dream of his advantage, 

Fie hath not fail'd to pester us with message, 

Importing the surrender of those lands 
Lost by his father, with all bonds of law, 

To our most valiant brother. So much for him. 25 

Now for ourself, and for this time of meeting: 

Thus much the business is : we have here writ 
To Norway, uncle of young Fortinbras,— 

Who, impotent and bed-rid, scarcely hears 

Of this his nephew^s purpose, — to suppress 30 

His further herein ; in that the levies, 1 ’ * 

The lists and fiill^ proportions, are all made ■ 1 ^ 

Out of his subject: and we here dispatch L 

You, good Cornelius, and you, Voltimand, 

For bearers of this greeting to old Norway; 35 

Giving to you no further personal power 
To business with the king, more than the scope 
Of these delated articles allow. 
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[act 1, 


Do not for ever with thy vailed lids 70 

Seek for thy noble father in the dust; 

Thou know^st Tis common y all that live must die. 
Passing through nature to eternity. 

Hamlet Kj, madamp it is common. 

Queen. If it be, 

Why seems it so particular with thee? 75 

Hamlet Seems, madam] nay, it is; I know not seems.” 
’Tis not alone my inky cloak, good mother, 

Nor customary suits of solemn black, « 

Nor windy susgiration of forced breath, ^ ' ' 

No, nor the fruitful river in the eye, So 

Nor the dejected haviour of the visage. 

Together with alT forms, moods, shapes of grief, 

That can denote me truly: these, indeed, seem, 

For they are actions that a man might play: 

But I have that within which passeth show; 85 

These but the trappings and the suits of woe. 

Kmg. ^Tis sweet and commendable in your nature, Hamlet, 
To give these mourning duties to your father: 

But, you must know; your father lost a father; 

That father lost, lost his, and the survivor bound 90 
In filial obligation for some term 
To do obsequious sorrow : but to persever 
In obstinate condolement, is a course 
Of impious stubbornness ; Tis unmanly grief ; 

It shows a will most incorrect to heaven, 

A heart unfortified, a mind impatient. 

An understanding simple and unschooTd; 

For what we know must be, and is as common 
As any the most vulgar thing to sense, 

Why should we in our peevish opposition 
Take it to heart ? Fie ! Tis a fault to heaven, 
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[ACT I. 


Seem to me all the xises of this world! 

Fie onT I 0 , he! Tis an iinweeded garden, 43 

That grows to seed; things rank and gross in nature 
Possess it merely. That it should come to this 1 
; But two months dead! nay, not so much, not two: 

So excellent a king; that was, to this, ^ ' 

^ so loving to my mother, i4< 

That he might not bet^m the winds of heaven 
Visit her face too roughly. Heaven and earth 1 
Must I remember ? why, she would hang on him, 

As if increase of appetite had grown 
By wdiat it fed on : and yet, within a month,— 14c 
Let me not think on’t,-— Frailty, thy name is woman j— 
A little month, or ere those shoes were old 
With which she followed my poor father’s body, 

Like Niobe, all tears;— why she, even she— 


O God! a beast, that wants discourse of reason. 
Would have momiTd longer— married with my uncle, 
My father’s brother; but no more like my father 
Than I to Hercules: within a month; 

Ere yet the salt of most unrighteous tears 
Had left the flushing in her galled eyes, 

She married. O, most wicked speed! 

It is not, nor it cannot come to, good: 

But break, my heart, for I must hold my tongue 1 


Eni^er Horatio, Margellus, and Bernardo. 

Jlor. Hail to your lordship I 

Hamlet I am glad to see you well: 

Horatio, — or I do forget myself. 160 

Horatio. The same, my lord, and your poor servant ever. 
Hamlet Sir, my good friend; 111 change that name 
with you: 


HAMLET. 
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And what make you from Wittenberg, Horatio? 

Marceiius ? 

MarccUiis. My good lord, — 165 

Hamlet I am very glad to see you. Good even, sir. 
But what, in faith, make you from Wittenberg? 

Horatio, A truant disposition, good my lord. 

Hamkt, I would not hear your enemy say so ; 

Nor shall you do mine ear that violence 170 

To make it truster of your own report 
Against yourself: I know you are no truant. 

But what is your aftair in Elsinore? 

Well teach you to drink deep ere you depart 174 

Horatio. My lord, I came to see your father’s funeral. 
Hamlet I pray thee, do not mock me, felloiv-student ; 
I think it was to see my mother’s W'edding. 

Horatio, Indeed, my lord, it follow’d hard upon. 
Hamlet Thrift, thrift, Horatio 1 the funeral baked meats 
Bid coldly furnish forth the marriage tables. 180 

Would I had met my dearest foe in heaven 
Or ever I had seen that day, Horatio! 

My father,™ methinks I see my father. 

Horatio. Where, my lord? 

Hamlet In my mind's eye, Horatio. 

Horatio, I him once; he was a goodly king. 1S5 
Hamlet, He -was a man, take him for all in all, 

I shall not look upon his like again. 

Horatio, My lord, I think I saw him yesternight. 
Hamlet, Saw Avho? 

Hor, My lord, the king your father. 

Hamlet The king my father 1 

Horatio, Season your admiration for a while 191 

With an attent ear, till I may deliver, 

Upon the witness of these gentlemen. 


HAMLET. 


[act l 


This marvel to you. 

Hamlet, FoivGoTs love, let me hear. 

Hof'atto. Two nights together had these gentlemen, 
Marcellus and Bernardo, on their watch, 19^ 

In the dead vast and middle of the night, 

Been thus encounter’d. A figure like your father, 

Armed at point, exactly, cap-a-pe, 

Appears before them, and with solemn march 200 

Goes slow and stately by them: thrice he walk’d 
By their oppress’d and fear-surprised eyes, 

Within his truncheon’s length; whilst they, distill’d 
Almost to jelly with the act of fear, 

Stand dumb, and speak not to him. This to me 205 
In dreadful secrecy impart they did; 

And I with them the third night kept the watch: 

Where, as they had deliver’d, both in time, 

Form of the thing, each word made true and good, 

The apparition comes: I knew your father; 210 

These hands are not more like. 

But where was this? 

Marcellus. My lord, upon the platform where we watch’d. 

Hamlet Did you not speak to it? 

Horatio, ^ My lord, I did; 

But answer made it none: yet once methought 
It lifted up it head, and did address 215 

Itself to motion, like as it would speak: 

But even then the morning cock crew loud, 

And at the sound it shrunk in haste away, 

And vanish’d from our sight. 

Hafnlet, ’Tis very strange. 219 

Horatio. As I do live, my honour’d lord, ’tis true | 
And we did think it writ down in oiir duty 
To let you know of it. 
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[ACT L 


i8 

And whatsoever else shall hap to-night, 

Give it an understanding, but no tongue: 

I will requite your loves. So, fare you well : 250 

Upon the platform, ^twixt eleven and twelve, 

I’ll visit you. 

All Our duty to your honour. 

Hamlet Your loves, as mine to you : farewell. 

\Kxemif Horatio^ MarcelluSy and Bernardo, 
My father^s spirit in arms I all is not well ; 254 

I doubt some foul play: would the night Were come 1 
Till then sit still, my soul: foul deeds will rise, 

Though all the earth o^envhelm them, to men’s eyes. {Exit 


Scene III. A room m Poloniud house. 

Enter LAERxris and Ophelia. 

Laertes, My necessaries are embark’d : farewell : 

And, sister, as the winds give benefit, 

And convoy is assistant, do not sleep, 

But let me hear from you. 

Oplulia, Do you doubt that ? 

Laertes, For Hamlet and the trifling of Ms favour, 5 
Hold it a fashion and a toy in blood ; 

A violet in the youth of primy nature, 

Forward, not permanent, sweet, not lasting, 

The perfume and suppliance of a minute ; 

No more. 

Pph, No more but so? 


Laertes, Think it no more: 10 

For nature, crescent, does not grow alone 
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In thews and bulk; but, as this temple waxes, 

The in-ward service of the mind and soul 
Grows wide withal. Perhaps he loves you now. 

And now no soil nor cautel doth besmirch is 

The virtue of his will : but you must fear, 

His greatness weighed, Ms will is not his own: 

P'or he himself is subject to his birth : 

He may not, as unvalued persons do. 

Carve for himself ; for on his choice depends 20 

The safety and health of this whole state; 

And therefore must his choice be circumscribed 
Unto the voice and yielding of that body 
A¥hereof he is the head. Then if he says he loves you, 
It fits your wisdom so far to believe it, 25 

As he in his j^articular act and place 
May give his saying deed; which is no further 
Than the main voice of Denmark goes withal. 

Then weigh what loss your honour may sustain, 

If with too credent ear you list his songs ; 30 

Or lose your heart 

Fear it, Ophelia, fear it, my dear sister, ^ • 

And keep you in the rear of your affection, 

Out of the shot and danger of desire. 

The chariest maid is prodigal enough, 3f 

If she unmask her beauty to the moon : 

Tirtiie itself scapes not calumnious strokes : 

The canker galls the infants of the spring, 

Too oft before their buttons be disclosed; 

And in the morn and liquid dew of youth 4c 

Contagious blastments are most imminent 
Be wary, then; best safety lies in fear: 

Youth to itself rebels, though none else near. 

Ophelia, I shall the effect of this good lesson keep, 


ha:mlet. 
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As watchman to my heart. Bat, good my brother, 45 
Do not, as some ungracious pastors do, 

Show me the steep and thorny way to heaven; 

Whiles, like a puff'd and reckless libertine, 

Himself the primrose path ot dalliance treads, 

And recks not his own rede. 

Zaer/es. \ O, fear me not. 50 

I stay too long: but here my father comes. 

JH/rfcT POLONIUS. 

A double blessing is a double grace; 

Occasion smiles upon a second leave. 

Polonius, Yet here, Laertes ! aboard, aboard, for shame ! 
The wind sits in the shoulder of your sail, 55 

And you are stay'd for. There, my blessing vith thee 1 
\Laying his hand on Laerfed head. 
And these few precepts in thy memory 
See thou character. Give thy thoughts no tongue, 

Nor any unproportion'd thought his act 

Be thou familiar, but by no means vulgar. 60 

The friends thou hast, and their adoption tried, 

Grapple them to thy soul with hoops of steel; 

But do not dull thy palm with entertainment 
Of each newdiatch'd, unfledged comrade. Beware 
Of entrance to a quarrel; but being in, 65 

Bear't, that the opposed may beware of thee. 

Give every man thine ear, but few thy voice: 

Take each man's censure, but reserve thy judgment. 
Costly thy habit as thy purse can buy, 

But not express’d in fancy; rich, not gaudy: 70 

For the apparel oft proclaims the man; 

And they in France of the best rank and station 
Are most select and generous, chief in that 
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Neither a boiTower nor a lender be: 

For loan oft loses both itself and friend^ 75 

And borrowing dulls the edge of liiisbandry. 

This above all: to thine ownself be true, 

And it must follow, as the night the day, 

Thou canst not then be false to any man. 

Farev/ell: my blessing season this in thee! 80 

Laertes. Most humbly do 1 take my leave, my lord. 
Folo7iius. The time invites you j go, your servants tend. 
Laertes. Farewell, Ophelia; and remember well 
What I have said to you. 

OpluUa. ^Tis in niy memory lock’d, 

And you yourself shall keep the key of it 85 

Laertes. Farewell {Exit 

Folonius. WHiat isT, Ophelia, he hath said to you? 
Opk. So please you, something touching the Lord Hamlet* 
Folonius, Marry, well bethought : 

’Tis told me, he hath very oft of late 90 

Given private time to you, and you yourself 

Have of your audience been most free and bounteous : 

If it be so, — as so ’tis put on me, 

And that in way of caution, — I must tell you, 

You do not understand yourself so clearly 95 

As it behoves my daughter and your honour. 

What is between you? give me up the truth, 

Ophelia. He hath, my lord, of late made many tenders 
Of his affection to me. 

FoL Affection ! pooh I you speak like a green girl, 100 
Unsifted in such perilous circumstance. 

Do you believe his tenders, as you call them? 

Ophelia. I do not know, my lord, what I should think. 
Folo?mis. Marry, 111 teach you : think yourself a baby, 
That you have ta’en these tenders for true pay, 105 
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Which are not sterling. Tender yourself more dearly ; 

Or — -not to crack the wind of the poor phrase, 

Rimning it thus—youll tender me a fool 

Ophelia, My lord, he hath importuned me with love 
In honourable fashion. no 

Foiomus, Ay, fashion you may call it; go to, go to. 
Ophelia, And hath given countenance to his speech, 
my 'lord, , ' 

"With almost all the holy vows of heaven. 

Fdonius, Ay, springes to catch woodcocks. I do know, 
When the blood burns, how prodigal the soul 115 

Lends the tongue vows : these blazes, daughter, 

Giving more light than heat, — extinct in both, 

Even in their promise, as it is a“makmg, — 

You must not take for fire. From this time 

Be some'what scanter of your maiden presence; 120 

Set your entreatments at a higher rate 

Than a command to parley. For Lord Hamlet, 

Believe so much in him, that he is young, 

And with a larger tether may he walk 

Than may be given you: in few, Ophelia, 125 

Do not believe his vows; for they are brokers, 

Not of that dye which their investments show. 

But mere implorators of unholy suits. 

Breathing like sanctified and pious bonds, 

The better to beguile. This is for ail ; 130 

I would not, in plain terms, from this time forth, 

Have you so slander any moment leisure 
As to give words or talk with the Lord Hamlet 
Look to% I charge you : come your ways. 

Ophelia, ^ I shall obey, my lord. 13 5 

\Mxe2mt. 
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their birth, — ^wherein the}^ are not guilty, 
Since nature cannot choose bis origin, — , ^ 

By the overgrowth of some com plex ion. 

Oft breaking down the pales and forts of reason, 
Or by some habit that too much o‘er-leavens 
The form of pfan^^’^manners ; — that these men, — 
Carrying, I say, the stamp of one defect, 

Being nature's livery, or fortune's star, — 

Their virtues else — be they as pure as grace, 

As inlimte aS’^'ji^m^ai^dergo— - 
Shall in the ggib^ra] jc^ take corruption 
From that particular fault: the dram of eale 


Id 


oth all the noble substance of a doubt 
ITo his own scandal. 

Horatio. Look, my lord, it comes! 
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Etiter Ghost. 

Hamlet Angels and ministers of grace defend us I 
Be thou a spirit of health or goblin damn’d, 40 

Bring \vith thee airs from heaven or blasts from hell, 

Be thy intents wicked or charitable, 

Thou comest in such a questionable shape, 

That I \vill speak to thee: I’ll call thee Hamlet, 

King, father, royal Dane: O, answer me! 45 

Let me no|^buj|yjgg^£^orance j but tell 
Why thy canq ^e d bodies, hearsed in death, - ^ ‘ 

Have burst their oerer^nts; why the sepulchre, V’ 

Wherein we saw thee quietly 

Hath oped his ponderous and marble jaws 50 

To cast thee up again 1 What may this mean, 

That thou, dead corse, again in complete steel 
Revisifst thus the glimpses of the moon, 
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Making niglit likleoiis i an we fools of nature 
So horridly to shake out* disposition : 55 

With thoughts beyond the reaches of our souls? 

Say, why is this? wherefore ? Avhat should we do? 

[G/wsf becko-ns Hamlet. 

Horatio. It beckons you to go away with it, 

As if it some iii^artment did desire 
To you alone. 

MarceU'us. Look, with what courteous action 60 

It waves you to a more removed ground: 

But do not go with it 
Horatio. No, by no means. 

Hamlet. It will not spealc: then I will follow it. 
Horatio. Do not, my lord. ^ 

Hamlet. Why, what should be the fear ? 

I do not set my life at a pin^s fee ; 65 

And for my soul, what can it do to that, 

Being a thing immortal as itself? 

It waves me forth again ; HI follow it. 

Horatio, Wliat if it tempt you toward the flood, my lord, 
Or to the dreadful summit of the cliff 70 

That beetles o’er his base into the sea, 

And there assume some other horrible form, 

Which might deprive your sovereignty of reason, 

And draw you into madness? think of it ■; , 

The very place puts toys of desperation, ' ‘ 75 

Without more motive, into every brain 
That looks so many fathoms to the sea 
And hears it roar beneath, 

Hamlet. It waves me still 

Go on; Til follow thee. 

Mar. You shall not go, my lord. 

Hamlet. Hold off your hands. Bo,. 
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Horatw. Be ruled j you shall not go. 

Hamlet My fate cries out. 

And makes each petty artery in this body 
As Iwdy as the Nemean lion^s nerve. 

Still am I caird: unhand me, gentlemen; 

By heaven, 111 make a ghost of him that lets me: 85 

I say, away ! Go on; 111 follow thee. 

\Exemit Ghost and Hamiet 
Horatio^ He waxes desperate with imagination. 
Marcelhis. Let’s follow; ^tis not fit thus to obey him. 
Horatio. Have after. To what issue will this come? 
Mar. Something is rotten in the state of Denmark. 90 
Heaven will direct it 

Marcellus. Nay, let’s follow him. 

\_Exeunt 


Scene V, Another ^art of the platform. 

Enter and IIIamims:. 

Hamlet Where wilt thou lead me? speak; 111 go no 
further. 

Ghost. Mark me. 

Hamlet I will 

Ghost My hour is almost come, 

\Mien I to sulphurous and tormenting flames 
Must render up myself. 

Hamlet Alas, poor ghost ! 

Ghost. Pity me not, but lend thy serious hearing 5 
To what I shall unfold. 

Hamlet. Speak; I am bound to hear. 

Ghost So art thou to revenge, when thou shalt heat 



Hamlet What? 

Ghost I am thy father’s spirit | 

Doomed for a certain term to walk the nightj lo' 

And for the day confined to fast in fires, 

Till the fojd jcrimes done days,..„Qf ,^na|nre ■ 

But that I am forbid 
To teil the secrets of my prison-house, 

|I could a tale unfold whose lightest word 
Would harrow up thy soul, freeze thy young blood, 

Make thy two eyes, like stars, start from their spheres. 
Thy knotted and combined locks to part, 

And each particular hair to stand an end, 

Like quills upon the fretful porpentine: 20 

But this eternal blazon must not be 
To ears of flesh and blood. List, list, O, list 1 
If thou didst ever thy dear father love,— 

Hamlet, O God 1 

Ghost, Revenge his foul and most unnatural murder. 25 

Ha?niet Murder ! 

Ghost. Murder most foul, as in the best it is; 

But this most foul, strange and unnatural. 

Hamlet Haste me to know't, that I, with wings as swift 
As meditation or the thoughts of love, 30 

May sweep to my revenge. 

Ghost I find thee apt; ' 

And duller shouldst thou be than the fat weed 
That roots itself in ease on Lethe wharf, 

Wouldst thou not stir in this. Now, Hamlet, hear ; 

’Tis given out that, sleeping in my orchard, 

■ A serpent string me; so the whole ear of Denmark 
Is by a forged process of my death 
Rankly abused : but know, thou noble 
The serpent that did 
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[ACT I, 


Now wears Ms crown. 

Hamlet O my prophetic soiiUl - '^4^ 

My uncle! , y 

Ghost Ay, that incestuous, that adu lterat e beast, 

With "v^utchcraft of his wit, with traitorous gifts, — 

O wicked wit and gifts, that have, the power 

So to sedjipel — won to his shameful lust 45 

The will of my most seeming-wtuoiis queen: 

0 Hamlet, what a failing-off -was there! 

From me, whose love ’was of that dignity, 

That it %vent hand in hand even with the vow 

1 made to her in marriage; and to decline 50 

Upon a wretch, whose natural gifts were poor 

To those of mine ! 

iBut virtue, as it never \vill be moved, 

Though iewdness court it in a shape of heaven. 

So lust, though to a radiant angel link’d, 55 

Will, sate itself in a celestial bed, 

And prey on garbage.) 

But, soft 1 methinks I scent tbe morning air ; 

Brief let me be. Sleeping within my orchard, 

My custom always in the afternoon, 60 

Upon my secure hour thy uncle stole, 

With juice of cursed hebenon in a vial,^^ 

And in the porches of mine ears did pour 

The leperous distilment ; whose effect 

Holds such an enmity with blood of man, 65 ' 

That swift as quicksilver it courses through 

The natural gates and alleys of the b^dy, 

And with a sudden vigour it doth p osset 
And curd, like eager droppings into milk, 

The thin and wholesome blood; so did it mine; 70 
And a most instant tetter bark’d about, 
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Most lazarAike, with vile and loatlisome erast . 

All my smooth body. 

Thus was I, sleepingj. by a brother's hand 

Of life, of crown, of queen, at once dispatch’d: 75 

Cut off even in the bloss9nis of aiy sin, \ 

'■■TT Ti ^ ^11 ... .. • 

. U nhousel d. disa^ po ^^^, ■ unaneied ; 

No reckoning made, " biff sent to my account 
With all my imperfections on my head : 

O, horrible 1 O, horrible! most horrible! So 

If thou hast nature in thee, bear it not ; 

Let not the royal bed of Denmark be 
A couch for luxury and damned incest. 

But, howsoever thou pursuest this act, 

Taint not thy mind, nor let thy soul contrive 85 

Against thy mother aught: leave her to heaven, 

And to those thorns that in her bosom lodge. 

To pride and sting her. Fare thee well at once ! 

The glow-worm shows the matiirto be near, . 

And gins to pale his imeffectual fire: > go 

Adieu, adieu, adieu ! remember me. 

' Hamlet. O all you host of heaven ! O earth ! what else ? 

* And shall I couple hell ? O, fie ! Hold, hold my heart ; 

^ And you, my sinews, grow not instant old, 

But bear me stiffly up. Remember thee! 95 

* Ay, thou poor ghost, while memory holds a seat 

this distracted globe. Remember thee! 

/ Yea, from the table of my mernoiy 
' I’ll wipe , away all trivial fond records, 

' 'All saws of books, all forms, all pressures^ past, 100 

' That youth and observation copied there ; 

' And thy commandment all alone shall live 
Within the book and volume of my brain, 

Unmix^d with baser matter: yes, by heaven! 
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O most pernicious woman! 

0 villain, villain, smiling, damned villain ! 

^My tables, — meet it is I set it down, 

That one may smile, and smile, and be a villain; 

At least Tm sure it may be so in Denmark : \^ Writmg. 
So, uncle, there you are. Now to my WQrd ; sio 

It is, Adieu, adieu 1 remember me:’’ 

1 have sworn’t 

l^Withinl My lord, my lord! 

Marcellns. Lord Hamlet 1 

Horatio, Heaven secure Mm 1 

Hamlet So be lt! 

Horatio. Illo, ho, ho, my lord I 115 

Hamlet Hillo, ho, ho, boy! come, bird, come, 

Horatio Marcellos* 

Mar, How is’t, my noble lord? 

Horatio. What news, my lord? 

Hamlet O, wonderful ! 

Horatio. Good my lord, tell it 

Hamlet No; you’ll reveal it 119 

Horatio. Not I, my lord, by heaven. 

Marcelliis. . Nor I, my lord. 

Hamlet How say you, then ; would heart of man once 
think it? 

But yoifll be secret ? 

I Horatio^ Marcellus. Ay, l^y heaven, my lord, 

Hamlet There’s ne’er a villain dwelling in all Denmark 
But he’s an an-ant knave. 124 

Hor, There needs no ghost, my lord, conie from the grave 
To tell us this. 


Hamlet Why, right! you are i’ the right; 
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And SO5 without more circumstance at all 
I hold it St that we shake hands and pai 
A"ou, as your business and desire shall po 
For every man hath business and desire, 
Such as it is j and for mine own poor pai 
Look you, 111 go pray. 

Ilor, These are but wild and whirling ' 
Mamiet I’m sorry they offend you, hes 
Yes, faith, heartily. 

Moratio. 

Hamlet 


There’s no oftence, my lord. 

Yes, by Saint Patrick, but there is, Flora 
And much offence too. Touching this vision here, 

It is an honest ghost, that let me tell you : 

For your desire to know what is between us, 
O’ermaster’t as you may. And now, good friends, 

As you are friends, scholars and soldiers, 

Give me one poor request. 

Horatio, What isl, my lord ? we will. 

Ham, Never make known what you have seen to-ni 

Ilor.,, Mar, My lord, we will not. 

Hamlet. but swear’t. 

Horatio, In fa 

My lord, not I. 

Marcellus: Nor I, my lord, in faith. 

IIa 7 ji, Upon my sword. 

Marceilus, We have sworn, my lord, alrea 

Hamlet Indeed, upon my sword, indeed. 

G/wst \^eneatli^ Swear. 

Hamlet Ah. ha, bov 1 sav’.qt thnn <;n r> arf- fn, 


Come on,- 
Consent to 
Horatio, 



S2 HAMLET, [ACT 1 

Hamlet Never to speak of this that you have seen, 
Swear by my sword. 

Ghost 155 

Hamid. Hie et tibique ? then well shift our ground. 
Come hither j gentlemen. 

And lay your hands again upon my sword: 

Never to speak of this that you have heard, 

Swear by my sword, 1^0 

Ghost \Be?ieatli\ Swear. 

Ha?n. Well said, old mole I canst work f the earth so fast? 
A worthy pioner 1 Once more remove, good friends. 
Horatio. O day and night, but this is wondrous strange 1 
Hamlet And therefore as a stranger give it welcome. 
There are more things in heaven and earth, Horatio, 166 
Than are dreamt of in your philosophy. 

But come ; 

Here, as before, never, so help you mercy, 

How strange or odd soever I bear myself, — 170 

As I, perchance, hereafter shall think meet 
To put an antic disposition on, — 

That you, at such times seeing me, never shall, 

With arms encumber'd thus, or this head-shake, 

Or by pronouncing of some doubtful phrase, 175 

As ^^Weii, well, we know,^' or ‘‘W^e could, an if we would,” 
Or If we list to speak,” or There be, an if they might,” 
Or such ambiguous giving out, to note 
That you know aught of me: this not to do, 

So grace and mercy at your most need help you, iSo 
Swear. 

Ghost \BeneatJ{\ Swear. 

Hamlet Rest, rest, perturbed spirit ! \They S7mar'\ So, 
gentlemen, 

With all my love I do commend me to you: 
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ACT IL . 

Scene L A room m Polonius house, 

Pnter Polonius and Refnaldo. 

FoL Give him this money and these noteSj Reynaldo. 
ReynaMo, I will, my lord. 

FoL Yon shall do marvellous wisely, good Reynaldo, 
Before you visit him, to make inquiry 
Of his behaviour. 

Reynaldo. My lord, I did intend it. 5 

Pol Marry, well said ; very well said. Look you, sir, 
Inquire me first what Danslcers are in Paris ; 

And how, and who, what means, and where they keep, 
What company, at what expense; and finding, 

By this encompassment and drift of question, lo 

That they do know my son, come you more nearer 
Than your particular demands will touch it : 

Take you, as 'twere, some distant knowledge of him; 

As thus, know his father and his friends, 

And in part him;” do you mark this, Reynaldo? 15 
Reynaldo. Ay, very well, my lord. 

Pol And in part him ; but,” you may say, not well : 
iPt be he I mean, he’s very wild; 

Addicted so and so ; ” and there put on him 

What forgeries you please; marry, none so rank 20 

As may dishonour him; take heed of that; 

But, sir, such wanton, wild and usual slips 







SC..'L]'' , '..HAMLET. . $$ 

As are companions noted and most known 
To youth and liberty. 

As gaining, my lord. . 24 

Folonius^ Ay, or drinking, fencing, swearing, quarrelling : 
You may go so far; but breathe his faults so quaintly, 
That they may seem the taints of liberty, 

The flash and outbreak of a fiery mind, 

A savageness in unreclaimed blood, 

Of general assault. 

■ ReynaMo. . But, my good lord,— 30 

Folontus. Wherefore should you do this ? 

Feynaida. Ay, my lord, 

I would know that. 

Foionms* Many, sir, here^s my drift ; 

And I believe it is a fetch of waiiunt : 

You laying these slight sullies on my son, 

As kwere a thing a little soiFd k the working, 35 

Mark you, 

Your party in converse, him you would sound, 

Having ever seen in the prenoniinate crimes 
The youth you breathe of guilty, be assured 
He closes with you in this consequence; 40 

Good sir,” or so, or * Triend,” or ^^gentleman,” 
According to the phrase or the addition 
Of man and country. 

Reynaldo. Very good, my lord. 

Folonms. And then, sir, does he this,— he does — 
Wiiat was I about to say? By the mass, I was 45 
About to say something: where did I leave? 

Reynaldo. At closes in the consequence,” 

At * Triend or so,” and “ gentleman.” 

Foionius, At “closes in the consequence,” ay, marry;; 
He closes with you thus; “I know the gentleman; 50 
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I saw him yesterday^ or t’other day, 

Or then, of then; with such, or such; and, as you say, 
There was he gaming, there overtook in’s rouse, 

There falling out at tennisj ” or perchance, 

“ I saw him enter such a house of sale/ 55 

See you now; 

Your bait of falsehood takes this carp of ti'uth % 

And thus do we of wisdom and of reach, 

^ With windlasses and with assa,ys of bias, , ' 

By indirections find directions out : 60 

So by my former lecture and advice 
Shall you my son. You have me, have you not ? 
jRey, My lord, I have. 

-Polotiius, God be wf you! fare you well 

Reynaldo, Good my lord ! 

Polonius, Observe his inclination in yourself 65 

Reynaldo, I shall, my lord 
Polonius, And let him ply his musia 
Reynaldo, Well, my lord. 

Pol, Farewell 1 \Exit Reynaldo, 

Mfiter Ophelia. 

How now, Ophelia! whafs the matter? 
’ Oph, O, my lord, my lord, I have been so affrighted i 
. Polonius, With what, r the name of God? 70 

, Ophelia, My lord, as I was sewing in xny closet, 

^ Lord Hamlet, — with his doublet all unbraced, 

I No hat upon liis head, his stockings foul’d, 

I Ungarter’d and down-gyved to his ancle; 

5 Pale as his shirt, his knees knocking each other; 75 
^ And with a look so piteous in purport 
? As if he had been loosed out of hell 
r To speak of horrors,— he comes before me. 
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38 HAMLET* [ACTII. 

To cast beyond ourselves in our opinions, 

As it is common for the younger sort no 

To lack discretion. Come, go we, to the king: 

This must be known; which, being kept close, might move 
More grief to hide than hate to utter love* 

Come. \Exetmt. 


Scene I L A roo7n hi tim castle* 



Enter King, Queen, Kosencrantz, Guildssnstern, and 
Attendarits. 

King. Welcome, dear Kosencrantz and Guildenstern 1 
Moreover that we much did long to see you, 

The need we have to use you did provoke 
Our hasty sending. Something have you heard 
Of Hamlet’s transformation; so I call it, S 

Sith nor the exterior nor the inward man 
Resembles that it was. What it should be, 

More than his father’s' death, that thus hath put him 
So much from the understanding of himself, 

I cannot dream of: I entreat you both, xo 

That, being of so young days brought up with him, 

And sith so neighbour’d to his youth and humour, 

That you vouchsafe your rest here in our court 
Some little time: so by your companies 
To draw him on to pleasures, and to gather, 15 

So much as from occasion you may glean, 

Whether aught, to us unknown, afflicts him thus, 

That, open’d, lies within our remedy. 

Queen* Good gentlemen, he hath much talk’d of you; 
And sure I am two men there are not living 20 




UMii 

aiiiii 





40 HAMLET, [act II. 

Hunts not the trail of policy SO sure 
As it hath used to do, that I have found 
The very cause of Hamlet’s lunacy. 

Kmg. G, speak of that^ that do I long to hear. 50 
Polonitis. Give first admittance to the ambassadors; 
My news shall be the fruit to that great feast 

King, Thyself do grace to them, and bring them in. 

\Exit Fdofiius, 

He tells me, my dear Gertrude, he hath found 
The head and source of all your son’s distemper. 55 
Queen. I doubt it is no other but the main ; 

His father’s death, and our o’erhasty marriage. 

King. Well, we shall sift him, 

Re-enier Polonius, with Voltimand and Cornelius. 

Welcome, my good friends! 
Say, Voltimand, what from our brother Norway? 

Voltimand. Most fair return of greetings and desires. 60 
Upon our first, he sent out to suppress 
His nephew’s levies ; which to him appear’d 
To be a preparation ’gainst the Polack; 

But, better look’d into, he truly found 

It was against your highness: whereat grieved, 65 

That so his sickness, age and impotence, 

Was falsely borne in hand, sends out arrests 
On Fortiiibras j which he, in brief, obeys ; 

Receives rebuke from Norway, and in fine 

Makes vow before his uncle never more 70 

To give the assay of arms against your majesty. 

Whereon old Norway, overcome with joy, 

Gives him three thousand crowns in annual fee, 

And his commission to employ thovse soldiers, 
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42 HAMLET, [ACT 11, 

Perx^end E05 

I have a daughter,— have %vhilst she is mine,— 

Who, in her duty and obedience, mark, 

Hath given me this : now gather, and surmise. \I^eads. 
‘‘To the celestial and my soul’s idol, the most beautified 
Ophelia,” — no 

That’s an ill phrase, a vile phrase ; beautilied ” is a vile 
phrase ; but you shall hear. Thus : \Jieads* 

“ In her excellent white bosom, these,” &c. — 

Queen. Game this from Hamlet to her? 

Polomus. Good madam, stay awhile^ I will be faithful. 

\Reads. 

“Doubt thou the stars are fire; ii6 

Doubt that the sun doth move; 

Doubt truth to be a liar; 

But never doubt I love, 

“O dear Ophelia, I am ill at these numbers; I have 
not art to reckon my groans: but that I love thee best, 
O most best, believe it Adieu. 

“Thine evermore, most dear lady, whilst this 
machine is to him, PIamlet,” 

This, in obedience, hath my daughter shown me: 125 

And more above, hath his splici tings, 

As they fell out by time, by means and place, 

All given to mine ear. 

King. But how hath she 

Received his love? 

Folonius. What do you think of me? 

King. As of a man faithful and honourable. 130 

Pol. I would fain prove so. But what might y pit think, 
When I had seen this hot love on the wing, — 

As I perceived it, I must tell you that, 

Before my daughter told me, — what might you, 
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Be you and I behind an arra5 then ; 

Mark the encounter ; if he love her noty 

And be not from his reason faifn thereon, 165 

Let me be no assistant for a state, 

But keep a farm^^d...€art€^^^ 

We will try it. 

Quem. But, look, where sadly the poor wretch comes 
reading. 

Poiottms. Away, I do beseech you, both away : 

111 board him presently. 

[Exeunt ICmg, Quee/i, and Aite7idants, 

Enter Hamlet, reading, 

O, give me leave. 170 

How does my good Lord Hamlet? 

Hamlet Well, God-a-mercy. 

Polonius, Do you know me, my lord? 

Hamlet Excellent well] you are a fishmonger. 

Polojiim, Not I, my lord. 175 

Hamlet Then I would you were so honest a man. 

Polonius. Honest, my lord! 

Hamlet Ay^ sir; to be honest, as this world goes, is to 
be one man picked out of ten thousand, 

Polonius. That’s very true, my lord. 180 

Hamlet For if the sun breed maggots m dead dog, 
being a good kissing carrion,— Have you a daughter? 

Polojiius. I have, my lord. 

Hamlet Let her not walk f the sun : friend, look tol. 

Polonius. [Aside'] How say you by that? Still harping 
on my daughter: yet he knew me not at first] he said I 
was a fishmonger : he is far gone, far gone : and truly in 
my youth I suffered much extremity for love] very near 


this. Ill speak to him again.— What do you read, my lord ? 
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Rosencrmiiz. My most dear lord! 220 

Hamlet, My excellent good friends ! How dost thou, 
Giiildenstern ? Ah, Rosencrantz 1 Good lads, how do ye 
both? 

Rosencrantz, As the indifferent children of the earth. 

Guildenstern, Happy, in that we are not overhappy ; 
On Fortune's cap we are not the very button. 226 

Hamlet, Nor the soles of her shoe? 

Rosencrantz, Neither, my lord 

Hamlet Then you live in the middle of her favours. 
What's the news? 230 

Ros, None, my lord, but that the world's grown honest. 

Hamlet Then is doomsday near : but your news is not 
true. Let me question more in particular : what have you, 
my good friends, deserved at the hands of Fortune, that she 
sends you to prison hither ? 235 

Guildenstern, Prison, my lord ! 

Hamlet a prison. | 

Rosencrantz, Then is the world one. 

Ham, A goodly one ; in which there are many confiiies, 
wards and dungeons, Denmark being one o' the worst. 240 
^^■.Rosencrantz, We think not so, my lord. 

Hamlet Why, then, his none to you: for there is 
nothing either good or bad, but thinking makes it so : to 
me it is a prison. 

Roseficrantz, \Wiy, then, your ambition makes it one ; 
his too narrow for your mind. 246 

Hamlet O God, I could be bounded in a nuLshell, and 
count myself a king of infinite space, were it not that I have 
bad dreams. 

GuiL Which dreams, indeed, are ambition j for the very 
substance of the ambitious is merely the shadow of a dream. 

Hamlet A dream itself is but a shadow. 252 
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48 HAMLET. [ACTII. 

prevent your discovery, and your secrecy to the king and 
queen moult no feather. I have of late- — but wherefore I 
know not — lost all my mirth, forgone all custom of exer- 
cises; and indeed it goes so heavily with my disposition, 
that this goodly frame, the earth, seems to me a sterile pro- 
montory ; this most excellent canopy, the tir, look you, 
this brave overhanging firmament, this niajestical roof fretted 
with golden fire, why, it appears no other thing to me than 
a foul and pestilent congregation of vapours. What a piece 
of work is man! how noble in reason! how infinite in 
faculties ! in form and moving how express and admirable ! 
in action how like an angel! in apprehension how like a 
god! the beauty of the world! the paragon of animals 1 
And yet, to me, what is this quintessence of dust? man 
delights not me; no, nor woman neither, though by your 
smiling you seem to say so. 301 

J^as. My lord, there was no such stuff in my thoughts. 

Hamlet Why did you laugh, then, when I said ‘‘man 
delights not me”? 

Rosencranf%v To think, my lord, if you delight not in 
man, what lenten entertainment the players shall receive' 
from you : we cpted them on the way ; and hither are they 
coming, to offer^ you service. 308 

Hamlet He that plays the king shall be welcome; his 
majesty shall have tribute of me; the adventurous knight,, 
shall use his foil and target; the lover shall not sigh gratis 
the humorous man shall end his part in peace; the clown 
shall make those laugh whose lungs are tickle o’ the sere ; 
and the lady shall say her mind freely, or the blank verse 
shall halt for’t What players are they? 315 

Rose7icrant%. Even those you were wont to take such 
delight in, the tragedians of the city. 
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■Ilamkt* How chances it they travel? their residence, 
both in .reputation and profit, was better both, ways. 

: ^mencrants. I think their inhibition comes by the means 
of the late innovation. 321 

JI’amkL Do they hold the same estimation they did 
when I was in the city? are they so folio v/ed? 
Rosencrantz, No, indeed, are they not 
Mamilet. How comes it? do they grov\r rusty? 325 
: .Rosencrantz. Nay. their endeavour keeps in the wonted 
pace: but there is, sir, an eyrie of children, little eyases, 
that cry out on the top of question, and are most tyran- 
nically clapped fodt : these are siow the fashion, and so 
berattle the common stages, — so they call them, — that 
many wearing rapiers are afraid of goose-quiils, and dare 
scarce come thither. 332 

■Hamlet. What, are they children ? who maintains ^em? 
how are they e.scoted? Will they pursue the' quality no 
longer than they can sing? will they not say afterwards, if 
they should grow themselves to common players, — as it is 
most like, if their means are no better, — their writers do 
them wrong, to make them exclaim against their own suc- 
cession? 33^ 

Ros. Faith, there has been much to do on both sides; 
and the nation holds it no sin to tarre them to controversy : 
there was, for a while, no money bid for argument, unless 
the poet and the player went to cuffs in the question, 
Hamlet. Is’t possible? 

GmiL O, there has been much throwing about of brains. 
Ham/et, Do the boys carry it away ? 346 

Ros. Ay, that they do, my lord; Hercules and his load too. 
Hatnki. It is not very strange ; for my uncle is king of 
Denmark, and those that would make mows at him while 
my father lived, give twenty, forty, hfty, an hundred ducats 
■ V. H, ± , v"- 
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a-piece for his picture in little. ’Sblood, there is something 
in this more than natural, if philosophy could find it out 

\Flourish of trumpets within, 
Guildenster7i, There are the players, 353 

Hamlet, Gentlemen, you are welcome to Elsinore. Your 
hands, come then: the appurtenance of welchme is fashion 
and ceremony: let me comply with you in this garb, lest 
my extent to the players, which, I tell you, must show fairly 
outward, Miould more appear like entertainment than yours. 
You are welcome : but my uncle-father and aunt-mother are 
deceived. 360 

Guildenstern. In what, my dear lord? 

Hamlet I am but mad north-north-west: when the 
wind is southerly I know a hawk from a handsa^^^ 




Enter Polonius. 

Polonius, Well be with you, gentlemen 1 364 

Haiftlet Hark you, Guildenstern ; and you too \ at each 
ear a hearer : that great baby you see there is not yet out of 
his swaddling-clouts. 

Rosencrmitz, Happily he’s the second time come to 
them ; for they say an old man is twice a child. 369 
Ha7nlet I will prophesy he comes to tell me of the 
players ; mark it. You say right, sir : o’ Monday morning ; 
’twas so indeed. . 

Poloftius, My lord, I have news to tell you. 

Ha^nkt My lord, I have news to tell you. When 
Roscius was an actor in Rome,™ 375 

Poloinus, The actors are come hither, iny lord. 
Hamlet Buz, buzl 
Polonius, Upon my honour, — ■ 

Hamlet, Then came each actor on his ass, — 
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52 HAMLET. [AGT 11. 

voicej like a piece of imciirrent gold, be not cracked witbiri 
the ring. Masters, you are all welcome. Well e’en to’t 
like French falconers, fly at any thing we see: well have 
a speech straight: come, give us a taste of your quality: 
come, a passionate speech. 

First Player. What speech, my lord? 415 

Hamlet I heard thee speak me a speech once, but it 
was never acted j or, if it was, not above once; for the 
play, I remember, pleased not the miliioh; Iwas ca,^ria,re to 
the general : but it was — as I received it, and others, whose 
judgments in such matters cried in the top of mine — an 
excellent play, well digested in the scenes, set down with 
as much raodesty as cunning. I remember, one said there 
were no Mists dn the lines to make the matter savoury, 
nor no matter in the phrase that might indict the author of 
affection : but called it an honest method, as wholesome as 
sweet, and by very much more handsome than fine. One 
speech in it I chiefly loved: Iwas -.^Eneas’ tale to Dido; 
and thereabout of it especially where he speaks of Priam’s 
slaughter: if it live in your memory, begin at this line: let 
me see, let me see; - 430 

“The rugged Pyrrhus, like the Hyrcanian beast,” 

— ’ds not so; — it begins with Pyrrhus; 

“The rugged Pyrrhus, he whose sable arms, 

Black as his purpose, did the night reserqble - 
When he lay couched in the ominous horse, 435 
, • Hath now this dread and black complexion smear’d 
With heraldry more dismal; head to foot 
^ , - Now is he total gules; horridly trick’d ■ 

With blood of fathers, mothers, daughters, sons, 
Baked and impasted with the parching streets, 440 
■'* That lend a tyrannous and damned light 

To their lord’s murder: roastM ii^ wrath and Are, 
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And bowl the round nave down the hi!l of heaven^ 
As low as to the fiends j ” 

Polonius. This is too long. 

JIafniet. It shall to the barbet’s, with your beaid. 
Prithee, say on.* he’s for a jig or a tale, or he sleeps : say 
on; come to Hecuba. 

First Flayer, But who, O, who had seen the moblecl 
queen — ” 


Hamlet The mqbled queen”? - 

Polofiius, That’s good; ''mobied queen” is good. 

First Player, “ Run barefoot up and down, threatening 
the fames 

With bisson rheum; a clout upon that head 
Where late the diadem stood, and for a robe, 

About her lank and all o’er-teemed loins, 

A blanket, In the alarm of fear caught up; 489 
Who this had seen, with tongue in venom steep’d, 
’Gainst Fortune’s state would treason have pronounced : 
But if the gods themselves did see her then, 

When she saw Pyrrhus make malicious sport 
In mincing with his sword her husband’s limbs. 

The instant burst of clamour that she made— ' 495 
Unless things mortal move them not at all— 

Would have made milch the burning eyes of heaven, 
And passion in the gods.” ^ 


Polomus, Look, whether he has not turned his colour, 
and has tears in’s eyes. Pray you, no more. 

Hamlet ’Tis well; I’ll have thee speak out the rest 
soon. Good my , lord, will you see the players well be- 
hear, let them be well used; for they a7e 
the abstract and brief chronicles of the time: after your 
death you were better have a bad epitaph than their ill 
report while you live. 




sc II.] ' HAMLET, ' . . ' 55- 

Pol. My lord, I mil use them according to their desert. 

Hmnkt God’s bodykins, man, much better: use every 
man after his desert, and who should scape whipping ? 
Use them after your own honour and dignity : the less they 
deserve, the more merit is in your bounty. Take them in. 

Polonius. Come, sirs. 512 

Ham. Follow him, friends : we’ll hear a play to-morrow. 

\Pxif Polonius %mth all the Flayers except the First 
Dost thou hear me, old friend; can you play the Murder of 
Gonzago? 515 

First Player, Ay, my lord, 

jffamlef. Well ha’t to-morrow night You could, for a 
need, study a speech of some dozen or sixteen lines, which 
I would set down and insert in’t, could you not? 

First Player, Ay, my lord. 520 

Hamlet. Very well Follow that lord; and look you 
mock him not \Exit First Player'] My good friends. I’ll 
leave you till night : you are welcome to Elsinore. 

Rosencrantz, Good my lord 1 

Ham, Ay, so, God be wi’ ye 1 \Exeurit Rosen, and Gull.] 
Now I am alone. 525 

O, wEat a rogue and peasant slave am 1 1 
Is it not monstrous, that this player here, 

But in a fiction, in a dream of passion, 

Could force his soul so to his . own conceit, 

That from her working all his visage watin’d, 530 

Tears in his eyes, distraction in’s aspect, 

A broken voice, and his whole function suiting 
With forms to his conceit? and all for nothing! 

For Hecuba! 

What’s Hecuba to him, or he to Hecuba, 535 

That he should weep for her? What would he do, 

Had he the motive and the cue for passion 
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That I have? He would drown the stage with tears. 

And eleave the general ear with horrid speech. 

Make mad the guilty and appal the free, 540 

Confound the ignorant, and amaze indeed 
The very faculties of eyes and ears. . 

Yeti, 

A dull and muddy-mettled rascal, peak, 

Like John-a-dreams, unpregnant of my cause, 545 

And can say nothing 3 no, not for a king. 

Upon whose property and most dear life 
A damned defeat was made. Am I a coward? 

Who calls me villain? breaks my pate across? 

Plucks off my beard, and blows it in my face? 550 
Tweaks me by the nose? gives me the lie i’ the throat, 

, As deep as to the lungs? who does me this, ha? 

/\ \.’Swounds, I should take it: for it cannot be 
But I am pigeon-liver’d, and lack gall 
To make oppression bitter, or ere this 555 

I should have fatted all the region kites . 

.. With this slpe!s_p^ bloody, bloody villain! 

Remorseless, treacherous, lecherous, kindless villain I 
O, vengeance ! 

Why, what an ass am I! This is most brave, 560 

That I, the son of a dear father murder’d, 

Prompted to my revenge by heaven and hell. 

Must, like a shrew, unpack my heart with words, 

And fall a-cursing, like a very drab, 

. ' - 'A.. bullion ! ■ ' ' 555 -1" 

Fie upon’tl fob! About, my brain! I have heard 't 

That guilty creatures sitting at a play 
Have by the very cunning of the scene 
Been struck so to the soul, that presently 
They have proclaim’d their malefactions : 570 
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For iiiurder, though it have no tongue, will sj^eak 
With most miraculous organ. Til have these players 
Play something like the murder of my father 
Before mine uncle: Til observe his looks; 

I'll tent him to the quick: if he but blench, 575 

I know my ccmrse. The spirit that I have seen 
May be the devil : and the devil hath power 
To assume a pleasing shape; yea, and perhaps 
Out of my weakness and my melancholy, 

As he is very potent with such spirits, 5Sc 

Abuses me to damn me : 111 have grounds 
More relative than this: the plays the thing 
Wherein ITl catch the conscience of the king. [£x?Y, 
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ACT IIL- 

Scene I. A room in the castle. 

Efiter King, Queen, Polonius, Ophelia, Rosencrantz, 
Guildenstern. 

King. And tan you, by no drift of circumstance, * 
Get from him why he puts on this confusion, 

Grathig so harshly ail his days of quiet 
With turbulent and dangerous lunacy ? 

Ros. He does confess he feels himself distracted; 5 
But from what cause he will by iip: means , speak. . , 

GuiL Nor 'dp we find him forward to be sounded : 
But, with a crafty madness, keeps aloof, 

When we would bring him on to some confession 
Of his true state. 

Queen. Did he receive you well? lo 

Rosencrantz. Most like a gentleman. 

Guildenstern. But with much forcing of his disposition. 
Rosencrmitzi' Niggard of question ; but, of our demands, 
Most free in his reply. 

Queen. Did you assay him ^ 

To.any pastime? - - ' , ; v 15 

Rosencrantz. Madam, it so fell out, that certain players 
We o^er-raught on the way: of these we told him; 

And there did seem in him a kind of joy 
To hear of it: they are about the court; 

And, as I think, they have already order 20 
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The devil himself, 

A 7 ng. [Aside] O, Tis too true I 
How, smart a lash that speech doth give my conscience ! 50 
The liariofs cheek, beautied with plastering art. 

Is not more ugly to the thing that helps it 
Than is my deed to my most painted word; 

O heavy burden I 

Polonius. I hear him coming: let’s withdraw, my lord. 

[Exetmi King- mid F&lonms, 

, Enter Hamlet. 

Hamlet To be, or not to be: that is the question : 56 
Whether his nobler in the mind to suffer 
The slings and arrows of outrageous fortune, 

Or to take arms against a sea of troubles, 

And by opposing end them? To die: to sleep | 60 

No more; and by a sleep to say we end 

The heart-ache and the thousand natural shocks 

That flesh is heir to, his a consummation 

Devoutly to be wish’d. To die, to sleep; ,?■ 

To sleep! perchance to dream: ay, there’s the rub; 65 
For in that sleep of death what dreams may come, 

When we have shuffled off this mortal coil, 

Must give us pause : there^s the respect 
That makes calamity of so long life; 

For who would bear the whips and scorns of time, 70 
The oppressor’s wrong, the proud man’s contumely, 

The pangs of despised love, the law’s delay, 

The insolence of office and the spurns 
That patient merit of the unworthy takes. 

When he himself might his quietus make 
With a bare bqdkin? who would fardels bear, 

To grunt and sweat under a weary life, 
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But that the dread of something after death, 

The undiscovered country, from whose bourn 
No traveller returns, puzzles the will, So 

And makes us rather bear those ills we have 
Than iiy to others that we know not of? 

Thus conscience does make cowards of us all; 

And thus the native hue of resolution 

Is sicklied o’er with the pale cast of thought, 85 

And enterprises of great pitch and moment 

With this regard their currents turn awry, 

And lose the name of action. Soft you now! 

The fair Ophelia! Nymph, in thy orisons. , j ' 

Be ail my sins remember’d. '■ ' ... 

Ophelia* Good my lord, 90 

How does your honour for this many a day?.,..s 
Mantlet I humbly thank you; well, well, well 
Ophelia, My lord, I have remembrances of youi*s, 
That I have longed long to re-deliver ; 

I pray you, now receive them. . V/? ■ ■ ' 

Bamlet No, not I; 95 

I never gave you aught 

Ophelia, My honour’d lord, you know right well you did ; 
And, with them, words of so sweet breath composed 
As made the things more rich: their perfume lost, 

Take these again; for to the noble mind 100 

Hich gifts w^ax poor when givers prove unkind. 

There, my lord. 

Mamie t Ha, ha 1 are you honest? 

Ophelia, My lord? 

Hamlet Are you fair? 105 

Ophelia, What means your lordship? 

, Hamlet That if you be honest and fair, your honesty 
should admit no discourse to your beauty. 
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Ophelia^ Could beauty, niy lord, have better commerce 
than with honesty ? no 

Hamlet Ay, truly ; for the power of beauty will sooner 
transform honesty from what it is than the force of honesty 
can translate beauty into his likeness: this; was sometime 
a paradox, but now the time gives it proof. I did love 
you once. 115 

Ophelia, Indeed, my lord, you made me believe so. 
Hamlet You should not have believed me ; for virtue 
cannot so inoculate our old stock, but we shall relish of 
it: I loved you not. 

Ophelia, I was the more deceived. 120 

Hamlet Get thee to a nunnery: why wouldst thou be 
a breeder of sinners? I am myself indifferent honest: 
but yet I could accuse me of such things, that it were 
better my mother had not borne me: I am very proud, 
revengeful, ambitious, with more offences at my beck than 
I have thoughts to put them in, imagination to give 
them shape, or time to act them in. What should such 
fellows as I do crawling between earth and heaven? We 
are arrant knaves, all; believe none of us. Go thy ways 
to a nunnery. Where’s your father? 130 

Ophelia. At home, my lord. 

Hamlet Let the doors be shut upon him, that he may 
play the fool no where but in’s own house. Farewell. 
Ophelia, O, help him, you sweet heavens! 134 

Hamlet. If thou dost marry, 111 give thee this plague 
for thy dowry: be thou as chaste^ as ice, as pure as snow, 
thou shait not escape calumny.'' Get thee to a nunnery, 
go : farewell Or, if thou wilt needs marry, marry a fool : 
for wise men know well enough what monsters you make 
of them. To a nunnery, go ; and quickly too. Farewell 
Ophelia, O heavenly powers, restore him I 141 
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With variable objects, shall expel 

This something-settled matter in his heart; 

Wliereon his brains still beating puts him thus 
From fashion of himself. Wiat think you onh? 175 
Folonius. It shair do well; but yet do I, believe 
The origin and commencement of his grief 
Sprung from neglected love. How now, Ophelia I 
You need not tell us what Lord Hamlet said; 

We heard it all. My lord, do as you please; iSo 

But, if you hold it fit, after the play, 

Let his queen mother all alone entreat him 
To show his grief: let her be round with him; 

And 111 be placed, so please you, in the ear 
Of all their conference. If she find him not, 

To England send him, or confine him where 
Your wisdom best shall think. 

King. It shall be so : 

Madness in great ones must not unwatch’d go. \Exeufit, 


Scene IL A hall in the same. 

Enter Hamlet and several Players. 

ira?nlet Speak the speech, I pray you, as I pronounced 
it to you, trippingly on the tongue: but if you mouth it, 
as many of your players do, I had as lief the town-crier 
spoke my lines. Nor do not saw the air too much with 
your hand, thus, but use all gently: for in the very torrent, 
tempest, and, as I may say, the whirlwind of passion, 
you must acquire and beget a temperance that may give 
it smoothness. O, it offends me to the soul to hear a 
robustious periwig-pated fellow tear a passion to tatters, 
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shows a most pitiful ambition in the fool that uses it 
Go, make you ready. [Exejmf Flm^ers, 

EnhT 2 oi . omv ^, Rosencrantz, a/id Guildknstern. 

How. now, my lord 1 will the king hear thit; piece of work? 
Poionms, And the queen too, and that presently. 46 
Hamlet Bid the players make haste. {Exit PoIonms\ 
Will you two help to hasten them? 

Rose 7 icrant%^ Guildensier/i. We \^dll, my lord. ■ 

\Exeunt Rosencrantz and Gidldenstern. 
Hamlet What, ho, Horatio! 50 

Enler Horatio. 

Horatio. Here, sweet lord, at your service, 

Hamlet Horatio, thou art e’en as just a man 
As e’er my conversation coped wdthal. 

Horatio. O, my dear lord, — 

Ha?nlet Nay, do not think I flatter ; 

For Avhat advancement may I hope from thee, 55 

That no revenue hast but thy good spirits, 

To feed and clothe thee? Why should the jioor be flatter’d? 
No, let the candied tongue lick absurd pomp, 

And crook the pregnant hinges of the knee 

Where thrift may follow fawning. Dost thou hear? 60 

Since my dear soul was mistress of her choice, 

And could of men distinguish, her election 
Hath seal’d thee for herself: for thou hast been 
As one, in suffering all, that suffers nothing, 

A man that fortune’s buffets and rewards 6$ 

Hast ta’en with equal thanks: and bless’d are those 
Whose blood and judgment are well commingled, 

That they are not a pipe for fortune’s finger 
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Polonius^ That did I, my lord \ and was accounted a 
good actor. 

Hamlet And what did you enact? 

? Polonius, I did enact Julius Csesar ; I was killed i' the 
Capitol; Brutus killed me. loi 

J Hamlet It was a brute part of him to kill so capital 
a calf there. Be the players ready? 

Rosencrantz, Ay, my lord ; they stay upon your patience. 

Queen. Come hither, my dear Hamlet, sit by me. 105 

Hamlet No, good mother; here’s metal more attrac- 
tive. . 

\LyingdownatOpJieliRsfeet. 

Polonius, \To the Kin^ O, ho I do you mark that? 

Hamlet Lady, shall I lie in your lap? 

Ophelia, No, my lord. no 

Hamlet I mean, my head upon your lap? 

Ophelia, Ay, my lord... You are merry, my lord. 

Hamlet Who, I ? 

Ophelia, Ay, my lord. 

Hamlet O God, your only jig-m^ker. What should 
a man do but be merry? for, look you, how cheerfully 
my mother looks, and my father died within these two 
hours. 

Ophelia. Nay, ’tis twice two months, my lord. 119 

Hamlet So long? Nay then, let the devil wear black, 
for I’ll have a suit of sables. O heavens 1 die two months 
ago, and not forgotten yet? Then there’s hope a great 
man’s memory may outlive his life half a year: but, by’r 
iady, he must build churches, then ; or else shall he suffer 
not thinking on, with the hobby-horse, whose epitaph is, 
‘VFor, Gj for, O, the hobby-horse is forgot.” 126 
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Ophelia, ’Tis brief, my lord. 

Hamlet As woman’s love. ^ 

E^iter a King and a Queen. 

F, King. Full thirty times hath Phoebiis' cart gone 
round 

Neptune’s salt wash and Tellus^ orbed ground, 145 
And thirty dozen moons with borrow’d sheen 
About the world have times twelve thirties been, 

Since love our hearts, and Hymen did our hands, 

Unite commutual in most sacred bands. 

F. Queen. So many journeys may the sun and 
moon 150 

Make us again count o’er ere love be done ! 

But, woe is me, you are so sick of late, 

So far from cheer and from your former state, 

That I distrust you. Yet, though I distrust, 

Discomfort yom my lord, it nothing must: 

For women’s fear and love holds q uant ity ; 

In neither aught, or in extremity. 

Now, what my love is, proof hath made you know; 
And as my love is sized, my fear is so : 

Where love is great, the littlest doubts are fear; i6o 
Where little fears grow great, great love grows there. 

F, King. Fail'll, I must leave thee, love, and 
shortly too; 

My operant' powers their functions leave to do: 

And thou shalt live in this fair world behind, 

Honour’d, beloved; and haply one as kind 165 
For husband shalt thou— 

F. Quee?t. O, confound the rest! 

Such love must needs be treason in my breast ; 
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Our wills and fates do so contrary run, 200 

That our devices still are overthrown y 
Our thoughts are ours, their ends none of our own: 
So think thou wilt no second husband wed) 

But die thy thoughts when thy first lord is dead, 

F. Queen. Nor earth to me give food, nor heaven 
light ! 205 

Sport and repose lock from me day and night! 

^ To desperation turn my trust and hope! 

An a nc| iQr^s cheer in prison be my scope I 
Each opposite that blanks the face of joy, 

Meet what I would have well, and it destroy! 210 
. Both here and hence pursue me lasting strife, 

If, once a widow, ever I be wife ! 

Hamlet. If she should break it now 1 

P. King. ^Tis deeply sworn. Sweet, leave me here 
awhile ) 

My spirits grow dull, and fain I would beguile 215 
The tedious day with sleep. [Slee/s 

F. Queen. Sleep rock thy brain ; 

And never come mischance between us twain 1 [Fxit. 
IIa 7 nlet. Madam, how like you this play? 

Queen. The lady doth protest too much, rnethinks, 
Ha?nlet. O, but she’ll keep her word. 220 

King. Have you heard the argument? Is there no 
offence ink? 

Hamlet. No, no, they do but jest, poison in jest; no 
offence I the world. 

King. What do you call the play? 225 

Ha^nlet The Mouse-trap. Marry, how? Tropically, 
This play is the image of a murder done in Vienna : 
' . Gonzago is the duke’s name; his wife, Baptista : you 
shall see anon; ’tis a knavish piece of work: but what 



that? your majesty and we that have free souls, it 
touches us not: let the galled jade 'wiiice, our withers 
are unwrung. 232 


Enter Lucianus. 


This is one Lucianus, nephew to the king. 1 ^ 

Ophelia, You are as good as a chorus, mydord. 
Hamlet I could interpret between you and your love, 
if I could see the puppets dallying. V 236 

Ophelia, You are keen, my lord, you are keen. 
Hamlet Begin, murderer ; leave thy damnable faces, 
and begin. Come: ‘^the croaking raven doth bellow for 
revenge.” 240 

Lucianus, Thoughts black, hands apt, drugs fit, 

and time agreeing ; 

Confederate season, else no creature seeing; 

Thou mixture rank, of midnight weeds collected, 
With Hecate^s ban 'thrice blasted, thrice infected, 
Thy natural magic and dire property, 245 

On wholesome life usurp immediately. 

\_Fours the poison info the sleepers ears, 

Hamlet He poisons him f the garden fods estate. 
His name's Gonzago : the story is extant, and writ in 
choice Italian : you shall see anon how the murderer gets 
the love of Gonzago’s wife. 250 

Ophelia. The king rises. 

Hamlet, What, frighted with false fire ! 

Queeri. How fares my lord? 

Folo?iius, Give o'er the play. 

King. Give me some light : away 1 255 

All Lights, lights, lights ! 

\Exeuni all except Hamlet and Horatio. 


74 


HAMLET, 


[act hi. 


Whyj let the stricken deer go weep. 

The hart iingalled play ; 

For some must watch, while some must sleep : 
So runs the world away. 260 

Would not thiSj sir, and a forest of feathers, — if the rest 
of my fortunes turn Turk with me,— with two Provincial 
roses on my razed shoes, get me a fellowship in a cry of 
players, sir? 

Horatio. Plalf a share, 265 

Hamlet A whole one, I. # ^ i. 

For thou dost know, O Damon dear, 

This realm dismantled was 


Of Joye himself* and now reigns here 

iCvery, very— pajpck. ,/ ::f 270 

Horatio, You might have rhymed. 

Hamlet O good Horatio, IT take the ghost’s word 
for a thousand pound. Didst perceive? 

Horatio. Very well, my lord. 

Hamlet, Upon the talk of the poisoning? 275 

Horatio. I did very well note him. 

Hamlet Ah, ha 1 Come, some music ! come, the 
recorders i 

For if the king like not the comedy, 

Why, then, belike — he likes it not, perdy. 2S0 


Come, some music! 


ROSENCRANTZ ^/?<^^GUiLr>ENSTERN- 

GuiL Good my lord, v cmchsaf e me a word with you. 
Sir, a whole history. 

Gidldenstem. The king, sir,— , 

Hamlet Ay, sir, what of him ? ^ ' \ 2S5 

GtiiL Is, in his retirement, marvellous distempered. 
Hamlet With drink, sir? - 
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distemper? you do, surely/ bar the door upon your own 
liberty, if you deny your griefs to your friend. 

Hmnlet Sir, I lack advancement 
Rosencrantz. How can that be, when you have the voice 
of the king himself for your succession in Denmark? 325 
Ha?nkt. Ay, sir, but “While the grows/’ — the 

proverb is something mus ty, ^ ' ^ 

Re-e?iter Players with rem^ders, ' , L : 

O, the recorders; let me see one. To withdraw with 
you why do you go about to recover the wind of me, 
as if you would drive me into a toii? ^ *'‘ “ 330 

Gidldenstem, O, my lord, if my duty be too bold, my 
love' IS too unmannerly, " ''” ^ ^ 

Hafnlet I do not well understand that. Will you play 
upon this pipe? 

Gui/denstern, My lord, I cannot 335 

Hamlet 1 pray you. 

Guildensiertu Believe me, I cannot, 

Hamlet I do beseech you. 

Guildenstern. I know no touch pf it, my lord..,, / . 339 
Hafnlet ^Tis as easy as lying ; govern these ventages 
with your finger and thumb, give it breath with your 
mouth, and it will discourse most eloquent music. Look 
you, these are the stops. 

Guildenstern, But these cannot I command to any 
utterance of harmony; I have not the skill. 345 

Hamlet, Why, look you now, how unworthy a thing 
you make of me ! You would play upon me; you would 
seem to know my stops; you would pluck out the heart 
of my mystery; you would sound me from my lowest 
note to the top of my compass : and there is much music, 
excellent voice, in this little organ ; yet cannot you make 
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it speak. ^Sbiood, do you think I am easier to be played 
on than a pipe? Call me what instrument you will, 
though you can fret me, you cannot play upon me. 


POLONIUS. 

God bless you, sir ! 355 

Poionms. My lord, the queen would speak with you, 
and presently. 

Hamlet, Do you see yonder cloud that’s almost in 
shape , of a camel? 

Po!o?ims* By the mas.s, and kis like a camel, indeed. 360 
Hamlet. Methinks it is like a weasel,, 

Polonius, It is backed like a weasel 
Hamlet Or like a whale? 

Poionms. Very like a whale. 364 

Hamlet Then will I come to my mother by and 

They fool me to the top of my bent. I will come by 

and by. ' . t'i ■■ ■- v.'^ ■’ v- U: 

Poionms. I will say so. 

Hamlet. By and by is easily said. [Exit PoIonms\ 
Leave me, friends. [Exeunt all but Hamlet. 

^Tis now the very witching time of night, 371 

When churchyards yawn, and hell itvSelf l^reathes out 
Contagion to this world: now could I drink hot blood, 
And do such bitter business as the day 
Would quake to look on. Soft ! now to my mother. 375 

0 heart, lose not thy nature; let not ever 

The sour of Nero enter this fimi bosom : 

Let me be cruel, not unnatural : 

1 will speak daggers to her, but use none; 

My tongue and soul in this be hypocrites; 

How in my words soever she be shent,. . 

To give them seals never, my soul, consent 1 
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Scene III, A room in the same. 


Enter King, RosENCRANT^j and Guildenstern. 

King, I like him not, nor stands it safe with ns 
To let his madness range. Therefore prepare you ; 

I your commission mil forthwith dispatch, 

And he to England shall along with you: 

The terms of our estate may not endure 5 

Hazard so dangerous as doth hourly grow 
Out of his lunacies. 

Gtdidenstern, We will ourselves provide : 

Most holy and religious fear it is 

To keep those many many bodies safe 

That live and feed upon your majesty, i . 10 

Rosemrafitz. The single and peculiar life is bound, 
With all the strength and armour of the mind, * 

To keep itself from n oyanc e : but much more 
That spirit upon whose weal depends and rests y 
The lives of many. The cease^ of majesty' 15 

Dies not alone; but, like a gulf, doth draw 
Whads near it with it; his a massy wheel, 

Fix’d on the summit of the highest mount, 

To whose huge spokes ten thousand lesser things 
Are mortised and adjoined; which, when it falls, 20 
Each small annexment, petty consequence, 

Attends the boisterous ruin. Ne’er alone 
Did the king sigh, but with a general groan. 

Kmg, Arm you, I pray you, to this speedy voyage ; 
For we wiir fetters put upon this fear, 25 

Which now goes too free-footed. 

Rosencrantz, Gtiitdenstem, We will haste us. 

\Exeunt Rosencrantz and Guildensfern* 
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Enter Polokws, 

Poionms, My lord, lie^s going to his mother’s closet : 
Behind the arras 111 convey myself, 

To hear the process* HI warrant shell tax him home: 
And, as you said, and wisely was it said, 3a 

’Tis meet that some more audience than a mother, 

Since nature, makes them partial, should o’erhear 
The speech, of vantage. Fare you well, my liege: 

111 call upon you ere you go to bed, 

And teii you what I know. 

King, Thanks, dear my lord. 35 

{Exit Poionms, 

O, my offence is rank, it smells to heaven; 

It hath the_primal eldest curse upon’t, 

A brother’s murder! Pray can I not, 

Though inclination be a.s sharp as will: 

My stronger guilt defeats my strong intent ; 4c 

And, like a man to double business bound, 

I stand in pause wliere I shall first begin, 

And both neglect. What if this cursed hand 
Were thicker than itself with brother’s blood, 

Is there not rain enough in the sweet heavens 45 

To wash it white as snow? Whereto serves mercy 
But to confront the visage of oifence? 

And what’s in prayer but this twofold force, 

To be forestalled ere we come to fall, 

Or pardon’d being down? Then 111 look ui3; 5c 

My fault is past. But, O, wliat form of prayer 
Can serve my turn? Forgive me my foul murder”? 
That cannot be; since I am still possess’d 
Of those effects for which I did the murder, 

My crown, mine own ambition, and my queen. 5« 
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May one be pardonM, and retain the offence? 

In the corrupted currents of this world 
Offence^s gilded hand may shove by justice; 

And oft ^tis seen the %vicked prize itself 

Buys out the law : but kis not so above ; 6o 

There is no shuffling, there the action lies 

In his true nature; and we ourselves compelFd, 

Even to the teeth and forehead of our faults, 

To give in evidence. What then? what rests? 

Try what repentance can: what can it not? 65 

Yet what can it when one can not repent? 

O wretched state! O bosom black as death! 

O limed soul, that, struggling to be free, 

Art more engaged! Help, angels ! Make assay: 

Bow, stubborn knees; and, heart with strings of steel, 70 

Be soft as sinews of the new-born babe I 

Ail may be well. [J^eflres and kneels. 


he is praying;.. 
And now 111 do’t: and so he goes to heaven; 

And so am I revenged : that would be scann’d: 75 

A villain kills my father; and for that, 

I, his sole son, do this same villain send 
To -heaven. I '"C- / '■ 

O, t]ii.sjs.,hire and salary, not revenge. 

He took my father grossly, full of bread; 80 

With all his crimes broad blown, as flush as May; 

And how his audit stands who knows save heaven? 

But, in our circumstance and course of thought, 

’Tis heavy with him: and am I then revenged, 

To take him in the purging of his soul, 85 


Enter Hamle’’^ 
Hamlet. Now might I do it paL now 
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When lie is lit and seasoird for his passage ? ' ■ 

No. 

Up, sword; . and, know .thou a more horrid , hent ^ • 

When he is drunk, asleep, or in his rage; ^ ' 

At gaming, swearing, or about some act 9 c 

That has no relish of salvation in’t ; 

dhen trip him, thcit his heels may kick at heaven, •’ 

And that his soul may be as damn'd and black 
As hell, wheretO' it goes. Aly mother stays: 9^ 

This physic but prolongs thy sickly days. [Kxk 

■ [T/ic ^mg rises a/iJ 

Aly words ily tip, my thoughts remain below; 
Words without thoughts never to heaven go. \ExiX 


Scene VsI, Another room in ike same. 


Enter Queen and Eolonius. 

Pol He will come straight. Look you lay home to Iiim r 
Tell him his pranks have been too broad to bear with, 
And that your grace hath screen’d and stood between 
Much heat and him. lil sconce me even here. 

Pray you; be ipund wiA ^ 

Ham, [ Alother, mother, mother 1 ' 

/ 111 warrant you; 

Fear me not: withdraw, I hear him coming. 

\Poloriius goes behind the arras. 


Enter PI am let. 


Hamlet, Now, mother, whafs the matter ? 

Queen. Plamlet, thou hast thy father much offended 
Hainkt, Alotber, you have my hither much offended. lo 
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Q24ee?i, Come, come, you answer with an idle tongue. 
Hamlet. Go, go, you question with a mcked tongue. 
Queen. Why, how now, Hamlet ! 

Hamlet Whafs the matter now ? 

Queen. Have you forgot me ? 

Hamlet No, by the rood, not so. 

You are the queen, your husband^s brother’s wife ; 15 

And — would it were not so ! — you are my mother. 

Queen. Nay, then, I’ll set those to you that can speak. 
Hamlet, Come, come, and sit you down; you shall 
not budge; 

You go not till I set you up a glass 
Where you may see the inmost part of you. 20 

Queen, What wilt thou do? thou wilt not murder me? 
Help, help, hoi 

FoLlBehinefl What, ho ! help, help, help! 

Hamlet, \Hraivmg\ How now I a rat ? Dead for a 
ducat, dead I \Mahcs a pass through the arras, 
Poloniiis, \Behi?id'\ O, I am slain 1 \Falls and dies. 
Queefi, O, me, what hast thou done ? 

Hamlet Nay, I know not : 25 

Is it the king? 

Queen. O, what a rash and bloody deed is this! 
Hamlet. A bloody deed I almost as bad, good mother. 
As kill a king, and marry with his brother. 

Queen. As kill a king ! 

Ha 7 nl€t, Ay, lady, ’twas my word. 30 

\Lifi$ up the arras^ and sees Folonius. 
Thou wretched, rash, intruding fool, farewell 1 
I took thee for thy better: take Thy .fortune ; 

Thou find’st to be too busy is some danger. 

Leave wringing of your hands: peace; sit you down, 
And let ine wring your heart : for so I shall, 35 
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Could you on this fair mountain leave to feed, ■ 

And batten on this moor? Ha! have you eyes? 

You cannot call it love j for at your age 
The hey-day in the blood is tame, if s humble, 

And waits upon the judgment: and what judgment 70 
Would step from this to this? Sense, sure, you have, 
Else could you not have motion : but, sure, that sense 
Is apoplex'd : for madness would not err, 

Nor sense to ecstasy was ne^er so thrall’d 
But it reserv’d some quantity of choice, 75 

To serve in such a difference. What devil was^t 
That thus hath cozened you at lioodman-bliiid ? 

Eyes without feeling, feeling without sight, 

Ears without hands or eyes, smelling sans all, ‘ ’ 

Or but a sickly part of one true sense 80 

Could not so mope. : 

O shame! where is thy blush? Rebellious hell. 

If thou canst mutine in a matron’s bones, 

To flaming youth let virtue be as wax, 

And melt in her own fire; proclaim no shame 85 

When the cQaipulsive ^ charge, . ■ ■ ' ; 

Since frost itself as actively doth burii,...^ ,,, ^ 

And reason': p^S'iiders .will 

Queen, O Hamlet, speak no more : 

Thou turn’st mine eyes into my very soul; 

And there I see such black and grained spots 90 

As will not leave their tinct. 

Hamlet, Nay, but to live 

Stew’d in corruption, honeying and making love 
Over the nasty sty,— 

Quee7i. O, speak to me no more; 

These words, like daggers, enter in mine ears ; 

No more, sweet Hamlet! 
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IfanL On him, on him ! Look you, how pale he glares! 
His form and cause conjoin’d, preaching to stones, 125 
Would make them capable.' Do not look lipon me; 

Lest with this piteous action you convert 
My stern effects: then what I have to do 
Will want true colour; tears perchance for blood. 

Queen. To whom do you speak this ? 

Hamlet Do you see nothing there ? 130 

Queen. Nothing at all; yet all that is I see. 

Ham, Nor did you nothing hear ? 

Queen. No, nothing but ourselves, 

Hamlet, Why, look you there! look, how it steals away! 
My father, in his habit as he lived! 

Look, where he goes, even now, out at the portal ! 135 

[Hxlt Ghost, 

Queen. This is the very coinage of your brain : 

This bodiless creation ecstasy 
Is very cunning in. 

Hainlet. Ecstasy! 

My pulse, as yours, doth temperately keep time, 

And makes as healthful music: ’tis not madness 140 
That I have utter’d: bring me to the test, 

And I the matter will re-word; which madness 
Would gambol from. Mother, for love of grace, 

Lay not that flattering unction to your soul, '• 

That not your trespass, but my madness speaks: 145 

It will but skin and film the ulcerous place, 

Whilst rank corruption, mining all within, 

Infects unseen. Confess yourself to heaven ; 


Repent what’s past; avoid what is tp come; 


And do not spread the compost on' the weeds, 

To make them ranker. Forgive me this my virtim 
For in the fatness of these pursy times 
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Make you to ravel ail this matter outj 1S5 

That I essentially am not in madness. 

But rnad in craft 'Twere good you let him know , 

For who, that’s :Jmt a queen, fair, sober, wise, 

Would from a paddock, from a bat, a gib, 

Such dear concernings hide? who would do so? 190 
No, in despite of sense and secrecy, 

Unpeg the basket on the house’s top, 

Let the birds fly, and, like the famous ape, 

To try conclusions, in the basket creep, 

And break your own neck down, 195 

Queen. Be thou assured, if words be made of breath, 
And breath of life, I have no life to breathe 
What thou hast said to me. 

Hamlet I must to England ; you know that ? 

Queen. Alack, 

I had forgot: his so concluded on. 200 

Ham. There’s letters seal’d: and my two schoolfellows, 
Whom I will trust as I will adders fang’d. 

They bear the npndate; they must sweep my way, 

And marshal me to knavery. Let it work ; 

For his. the sport to have the enginer 205 

Floist’ mth his own petar : an dh shall go hard 
But I will delye one yard below their mines, 

And blow them at the moon : O, ’tis most ,, sweet , 

When in one line two crafts directly meet, b 

This man shall set me packing: 21Q 

I’ll lug the corpse into the neighbour room. 

Mother, good night. Indeed, this counsellor 
Is now most still, most secret, and most grave, 

Who was in life a foolish prating knave. 

Come, sir, to draw toward an end with you. 215 

Good night, mother. 

[Exeunt severally ; Hamlet dragging in Polonius, 
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To keep it from divulgingj let it feed 
Even on the pith of life. Where is he gone ? 

Queen. To draw apart the body he hath kill’d ; 

O’er whom his very madness, like some ore 25 

Among a' mineral of metals base, 

Shows itself pure j he weeps for what is done, 

Kmg, O Gertrude, come away ! 

The sun no sooner shall the mountains touch, 

But we will ship him hence: and this vile deed 30 

We must, with all our majesty and skill, 

Both countenance and excuse. Ho, Guildenstern I 

Re-enter Rosencrantz and Guildenstern. 

Friends both, go join you with some further aid: 

Hamlet in madness hath Polonius slain, 

And from his mother’s closet hath he dragged him: 35 

Go seek him out; speak fair, and bring the body 
Into the chapel. I pray you, haste in this. 

[Exeunt Rosencrantz and Guildenste?-n. 
Come, Gertrude, we’ll call up our wisest friends; 

And let them know, both what we mean to do, 

And what’s untimely done: [so, haply slander — ] 40 

Whose whisper o’er the world’s diameter. 

As level as the cannon to his blank, 

Transports his poison’d shot^ — may miss our name, 

And hit the woundless air. O, come away! 

My soul is full of discord and dismay. [Exetmf. 45 
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Scene I L Another room in the castle. 

Enter Hamlet. 

Hamlet. Safel}’’ stowed. 

.AVi'., GutL [ Withi}i\ Hamlet ! Lord Hamlet 1 
Hamlet What noise? who calls on Hamlet? O, here 
they come. 

Enter Rosencrantz and Guildenstern. 

Ros, ' What have you clone, my lord, with the dead body? 
Ham, Compounded it with dust, whereto his kin. 6 
Ros, Tell us where his ; that we may take it thence, 
And bear it to the chapel 
Hamlet. Do not believe it 

Rosencrantz. Believe what ? 10 

Hamlet. That I can keep your counsel, and not mine 
own. Besides, to be demanded of a sponge 1 what replica- 
tion should be made by the son of a king ? 

Rosencrantz, Take you me for a sponge, my lord? 14 
Hamlet, Ay, sir ; that soaks up the king’s countenance, 
his rewards, his authorities. But such officers do the king 
best sendee in the end: he keeps them, like an ape, in the 
corner of his jaw; first mouthed, to be last swallowed : 
when he needs what you have gleaned, it is but squeezing 
you, and, sponge, you shall be dry again. 20 

Rosencrantz. I understand you not, my lord. 

Hamlet I am glad of it : a knavish speech sleeps in a 
foolish ear. 

Rosencrantz. My lord, you must tell us where the body 
is, and go with us to the king. 25 
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Hamlet The body is with the Idngj but the king is not 
with the body. The king is a thing-—- 
G’uildensteriL A thingj my lord I 

Hamlet Of nothing •. bring me to him. Hide fox^ and 
ail after. [Exeunt, 30 


Scene III. Another room in the castle. 

Enter King, attended. 

King, I have sent to seek him, and to find the body. 
How dangerous is it that this man goes loose; 

Yet must not we put the strong law on him ; 

He’s loved of the distracted multitude, 

Who like not in their judgment, bat their eyes; 5 

And where ’tis so, the offender’s sddurge is weigh’dj 
But never the offence. To bear all smooth and even, 
This sudden sending him away must seem 
Deliberate pause : diseases desperate grown 
By desperate appliance are relieved, 10 

Or not at all. 

Enter Rosen crantz. 

How now! what hath befaii’n? 

Rose 7 icratitz, Where the dead body is bestow’d, my lord, 
We cannot get from him. 

Kmg, But where is he? 

Ros, Without, my lord; guarded, to know your pleasure. 
Kmg, Bring him before us, 15 

Roseficrantz, Ho, Guildenstern 1 bring in my lord. 
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Enter nAMLwr^and Guildenstern. 

Aln^. Now, Hamlet, where's Polbniiis? 

Aliimkt At supper. 

King. At supper ! where ? 

Hamlet Not where he eats, but where he is eaten ; a 
certain convocation of politic worms are e’en at him. Your 
worm is your only emperor for diet ; we fat all creatures 
else to fat us, and we fat ourselves for maggots : your fat 
king and your lean beggar is but variable service^ — two 
dishes, but to one table*- that’s the end. 23 

Khig. Alasj alas I 

Hamlet A man may fish wuth the worm that bath eat 
of a king, and eat of the fish that hath fed of that worm. 

King. What dost thou mean by this? 

Hamlet Nothing but to show you how a king may go a 
progress through a beggar. 

King. Where is Poionius ? 

Ham. In heaven j send thither to see : if your messenger 
find him not there, seek him f the other rp^ace yourself. 
But indeed, if you find him not within this month, you 
shall nose him as you go up the stairs into the,, lobby. 36 

Amg. Go seek him there, [To some Attendants. 

Ham. Pie will stay till ye come. [Exeunt Aitenda7iis. 

Amg. Hamlet, this deed, for thine especial safety, — 
Which we do tender, as we dearly grieve 40 

For that which thou hast done,— must send thee hence 
With fiery quickness; therefore prepare thyseif| 

The bark is ready, and the wind at help, 

The associates tend, and every thing is bent 
For England. 

Hamlet For England! 

King. Ay, Hamlet. 

H^'^nlet Good. 
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King, So is it, if thou knew’st our purposes. 

Hamki: I see a cherub that sees them. But, come ; for 
England 1 Farewell, dear mother. 

King, Thy lo\dng father, Hamlet 49 

Hmnkt My mother : father and mother Is man and 
wife ; man and wife is one desh ; and so, my mother. 
Come, for England 1 [JSxif. 

King, Follow him at foot; tempt him with speed aboard; 
Delay it not; I’ll have him hence to-night: 

Away 1 for every thing is seal’d and done 55 

That else leans on the affair: pray you, make haste. 

\Exeunt Roseticrmitz and Guildensiern, 
And, England, if my love thou liold’st at aught,- — 

As my great power thereof may give thee sense, 

Since yet thy cicatiice looks raw and red 
After the Danish sword, and thy free awe 60 

Pays homage to us, — thou mayst not coldly set 
Our sovereign process ; which imports at 
By letters co ngruing to that effect, 

The present death of Hamlet Do it, England; 

For like the hectic in my blood he rages, 65 

And thou must cure me ; till I know ’tis done, 

Howe’er my haps, my joys were ne’er begun. S^Exit 

Scene IV. A plain in Denmark, 

Enter Fortinbras, a Captain, and Forces, marching. 

Fortinhras, Go, captain, from me greet the Danish king; 
Tell him that, by his license, Fortinbras 
Claims the conveyance of a promised inarch 
Over his kingdom. You know the rendezvous. 

If that his majesty would aught with us, 
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We shall express our duty in his eye; 

And let him kno%v so. 

Captain, I will do’t. my lord. 

Hor, Go softly on. [Exeunt Fortiubras and Forces. 

Enter Hamlet, Rosencrantz, Guildenstern, and others. 

Hamlet. Good sir, whose powers are these? 

Captain. They are of Norway, sir. lo 

Hamlet. How purposed, sir, I pray you? 

Captain. xALgainst some part of Poland. 

Hamlet. Who commands them, sir? 

Captain. The nephew to old Norway, Fortiiibras. 
Hamlet. Goes it against the main of Poland, sir, 15 
Or for some frontier? 

Captain. Truly to speak, sir, and with no addition, 
We go to gain a little patch of ground 
That hath in it no profit but the name. 

To pay five ducats, five, I would not farm it ; 20 

Nor will it yield to Norway or the Pole , | ^ 

A- ra nker rat e, should it be sold in fee. 

Hamlet. Why, then, the Polack never wall defend it. 
Captain. Yes, ’tis already garrison’d. 

Ha^n. Two thousand souls and twenty thousand ducats 
Will not debate the question of this straw : 26 

This is the imposthume of much wealth and peace, 

That inward breaks, and shows no cause without 
Why the man dies. I humbly thank you, sir. 

Cap. God be wi’ you, sir, [Exit. 

Rosencrandz. WilFt please you go, my lord ? 

Ham. I’ll be with you straight. Go a little before. 31 

\Exeunt all except Hamlet. 
How all occasions do inform against me, 

And spur my dull revenge ! What is a man, 
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35 


40 


If his chief good and market of his time 
Be but to sleep and feed? a beast, no more. 

Sure, he that made us with such large, discourse, 
Looking before and after, gave us not 
That capability and godlike reason 
r, T if— unused. Now, whether it be 
‘ souie ci'aven scruple 

Of thinking too precisely on the event,— 

A thought which, quarter’d, hath but one part wisdom, 
And ever three parts coward,— I do not know 
Why yet I live to say “'This thing’s to doj” 

Sith I have cause and will and strength and means 45 
To do’t. Examples, gross as earth, exhort me: 

Witness this array, of such mass and charge. 

Led by a delicate and tender prince. 

Whose spirit, with divine ambition puff’d. 

Makes mouths at the invisible event. 

Exposing what is mortal and unsure 
To all that fortune, death and danger dare. 

Even for an egg-shell. Rightly to be great 
Is not to stir without great argument. 

But greatly to find quarrel in a straw 
When honoui-’s at the stake. How stand I then, 

That have a father kill’d, a mother stain’d. 

Excitements of my reason and my blood. 

And let all sleep ? while, to my shame, I see 

The imminent death of twenty thousand men, 60 

That for a fantasy and trick of fame 

Go to their graves like beds, fight for a plot 
Whereon the numbers cannot try the cause. 

Which is not tomb enough and copluient 

To hide the slain? O, from this time forth, 65 

My thoughts be bloody, or be nothing worth ! \JSxit. 


so 
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Scene V. Elsinore, A room in th 


Enter Queen, Horatio, and a Gentleman* 

Queen, I \yill not speak with her, ^ 

Gentknian, She is importunate, indeed detect j 
Her mood will needs be pitied* 

Queen, What would she have ? 

Gent She speaks much of her father ; says she hears 
There's tricks i’ the world; and hems, and beats her heart ; 
Spurns eiudfiwsly at straws; speaks things in doubt, 

That carry but half sense: her speech is nothing, 

Yet the unshaped use of it doth move 
i^.The hearers to collection; they aim at it, 
ij ^‘And. botch the words up fit to their ovvm thoughts; 10 
Which, as her winks and nods and gestures yield them, 
Indeed would make one think there might be thought, 
Though nothing sure, yet much unhappily. 

EIoraMo, 'Twere good she were spoken with; for she 
may strew 

Dangerous conjectures in ill-breeding minds. 15 

Queen, Let her come in. [Exit Horatio. 

To my sick soul, as sin's true nature is, 

Each toy seems prologue to some great amiss ; 

So full of artless j ealop sy is guilt, 

It spills itself in fearing to be spilt ^ 20 


Re-enter Horatio, %oith Ophelia. 

Ophelia, Where is the beauteous majesty of Denmark ? 
Queen. How now, Ophelia I 

Ophelia, How should I your true love know 

From another one ? 
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By Ills cockle hat and staff, 25 

And his sandal sliooii. 

Queen, Alas, sweet lady, what imports this song? 

Say you? nay, pray you, mark. 

He is dead and gone, lady, 

He is dead and gone ; 30 

At his head a gTass-green turf, 

At his heels a stone. 

Quee/i, Nay, but, Ophelia, — 

Ophelia, Pray you, mark. 

White his shroud as the mountain snow,— 33 


Enter YAug. . O 

: 

Queen, Alas, look here, my lord. 

OpA lS/n^s] Larde d with sweet flowers ; % 

Which bewept to the grave did go 
With true-love showers. 

King, How do you, pretty lady? 40 

Ophelia, Well, God hid you ! They say the owl was a 
bakePs daughter. Lord, we know what we are, but know 
not what we may be, God be at your table 1 

Ki?ig^ Coiiceit upon her father. 

Ophelia. Pray you, let’s have no avoids of this; but when 
they ask you what it means, say you this: 46 

To-morrow is Saint Valentine’s day, 

All in the morning betime, 

And I a maid at your window, 

To be your Valentine. 50 

King, Pretty Ophelia I How long hath she been thus? 

Ophelia, I hope all will be well. We must be patient: 
but I cannot choose but weep, to think they should lay him 
i’ the cold ground My brother shall kno%Y pf it: and so I 
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thank you for your good counsel Coaie, ray coach ! . Good' 
night, ladies : good night, sweet ladies; good night, good 

[Exif, 57 

ICmg, F olio w b er close ; give her good watch, I pray yon. 

[£xit Horatio, 

0, this is the poison of deep grief; it springs 

All from her father's death. O Gertrude, Gertrude, 6o 

When sorrows come, they come not single spies, 

Blit in battalions! First, her father skint 
Next, your son gone; and he most violent author, 

Of his own just remove: the people imiddied, ' .64 

Thick and unwholesome in their thoughts and whispers, 
For good Poloniiisl death; and we have done but greenl y. 

Ill hugger-'raiigger to inter him : poor Ophelia 
Divided from herself and her fair judgment, 

Without the which we are pictures, or mere beasts : 

I^ast, and as much containing as all these, 

Her brother is in secret come from France ; 

Feeds on his wonder, keeps himself in clouds, 

And wants not buzzers to infect his ear 
With pestilent speeches of his father's death ; 

Wherein necess ity, of matter beggar'd, 

Will nothing stick our person to arraign 
In ear and ear. O my dear Gertrude, this, 

Like to a murdering-piece, in many places 
Gives me superfluous death. \A ? wise tin thin 

Qiwen.^^ _: . V Alack, what noise is this? 

ICing. Where are my Switzer, s ? I.et them guard 
door. 


lOO HAMLET. [ACT IV, 

The ocean, overpeering of his list, 

Eats not the fiats with more impetuous haste 
Than young Laertes, in a riotous head. 

Overbears your officers. The rabble call him lord ; 85 

And, as the world were now but to begin, 

Antiquity forgot, custom not known, 

The ratifiers and props of every word. 

They cr)", Choose we; Laertes shall be idng!'^ 

Caps, hands, and tongues applaud it to the clouds, 90 
‘^Laertes shall be king, Laertes king!” 

Queen, How cheerfully on the false trail they cry! 

O, this is counter, you false Danish dogsl 

King, The doors are broke. [Noise within, 94 

Enter Laertes, armed; Danes following. 

Laertes. Where is this king ? Sirs, stand you all without. 
Danes, No, let’s come in. 

Laertes, I pray you, give me leave. 

Danes, We will, we will. [They retire without the door, 
Laertes. I thank you : keep the door. O thou vile king. 
Give me my father! 

Queen, Calmly, good Laertes. 

Laertes, That drop of blood that’s calm proclaims me 
bastard ; 100 

Cries cuckold to my father; brands the harlot 
Even here, between the chaste unsmirched brow 
Of my true mother. 

King. What’s the cause, Laertes, 

That thy rebellion looks so giant-like? 

Let him go, Gertrude ; do not fear our person : 105 

There’s such divinity doth hedge a king, 

That treason can but peep to what it would, 
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Acts little of his will Tell iiiej LaerteSj 
Why thou art thus incensed: let him go, Gertrude; 
Speak, man. no 

Laertes. Wliere is my father? 

J^ing. Dead, 

But not by him, 

I£mg\ Let him demand his iilL ; - 

Laertes. How came he dead? Ill not be Juggled with : 
To hell, allegiance ! vows, to the blackest devil ! 
Conscience and grace, to the profoimdest pit! 115 

I dare damnation; to this point I stand, 

That both the worlds I give to negligence, 

Let come what comes ; only I’ll be revenged 
Most throughly for my father. 

lying. Who shall stay you? 

Laertes. My will, not all the .world : j . ^ 120 

And for my means, Fil husband them so well, 

They shall go far with little. 

King. Good Laertes, 

If you desire to know the certainty 
Of your dear, father’s death, is’t writ in your revenge 
That, swpQpstake, you will draw both friend and foe, 
Winner and loser? 126 

Laertes. None but his enemies. 

King. Will you know them then ? 

Laertes. To his good friends thus wide 111 ope my arms, 
And, like the kind life-rendering pelican, O 
Repast them vnth my blood. A 

ILing. Why, now you speak 130 

Like a good child and a true gentiemam 
That I am guiltless of your father’s death, 

And am most sensibly in grief for it. 

It shall as level to your judgment pierce 
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As day does to your eye. 

Danes. \lVithui\ Let her come in. 135 

Laertes. How now! what noise is that? 

Re-enter Ophelia. 

O heat, dry up my brains 1 tears seven-times salt, 

Burn out the sense and %drtue of mine eye! 

By heavenj thy madness shall be paid by weightv 
Till our scale turn the beam, O rose of May 1 140 

Dear maid, kind sister, sweet Ophelia 1 
O heavens! is^t possible a young inaid^s wnts 
Should be as mortal as an old man^s life? 

Nature is fine in love, and where his fine, 

It sends some precious instance of itself 14S 

After the thing it loves. 

[Sings] They bore him barefaced on the bier ; 

Hey non nonny, nonny, hey nonny; 

And in his grave rain’d many a tear, — 

Fare you well, my dove I 150 

Zaer. Hadst thou thy wits, and didst persuade revenge, 
It could not move thus. 

must sing a-down a-down, 

An you call him a-down-a. 

O, how the wheel becomes it ! It is the fiilse steward, 
that stole his master’s daughter. 156 

Laertes. This nothing’s more than matter, 

Ophelia. There’s rosemary, that’ s for remembrance ; pray 
you, love, remember; and there is pansies, that’s for thoughts. 

Laertes. K document in madness, thoughts and remem- 
brance fitted, 161 


Ophelia. There’s fennel for you, and columbines; there’s 
rue for you; and here’s some for me: we may call it herb 
of grace o’ Sundays : 0 , you must wear your rue with a differ- 




ence. ■ There's a daisy: I would give you some viol ets^ but 
they vritliered all w-heii my father died : they say he made a 
good end,— 167 

For . bonny sweet Robin is all my joy, — 

Laertes, Thought and aitlictioii, passion, hell itself. 

She turns to favour and to prettiness, 170 

Ophelia, 

And will he not come again? 

And will he not come again? 

No, no, he is dead: 

Go ■ to thy ' death-bed : , 

He never will ' come again. .175 

His beard was as 'white as snow. 

All flaxen was his poll ; 

He is gone, lie is gone, 

And ive cast away moan : 

God ha’ mercy on his soul 1 180 

And of all Christian souls, I pray God. God be wi’ ye. 

[Lxit. 

Laertes, Do you see this, O God? 

King, Laertes, I must commune with your grief, 

Or you deny me right. Go but apart, 

Make choice of wdiom your %visest friends you will, 185 
And they shall hear and judge ’twixt you and me: 

If by direct or by collateral hand 

They find us touch’d, we 'sviil our kingdom give. 

Our crown, our life, and all that we call ours, 

To you in satisfaction \ but if not, 19c 

Be you content to lend your patience to us, 

And we shall jointly labour with your soul 
To give it due content 

Lae?ies. 
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104 

His means of death, his obscure burial, — • 

No trophy, sword, nor h atchmen t o^er his bones, ? 195 

No noble lite nor formal ostentation,-— 

Cry to be heard, as ’twere from heaven to earth, 

That I must calFt in question. 

Kmg. So you shall j 

And where the offence is let the great axe fall. 

I pray you, go with me. ■ , [Exeunt, 200 

Scene VI. Another room in the castle. 

Enter Horatio mtd a Servant. 

Horatio, What are they that would speak with me? 

Servant, Sailors, sin they say they have letters for you. 

Horatio, Let them come in. [Exit Servant. 

I do not know from what part of the world 
I should be greeted, if not from Lord Hamlet. 5 

Enter Sailors, 

First Sailor, God bless you, sir. 

Horatio, Let him bless thee too. 

First Sailor, He shall, sir, anT please him. There^s a 
letter for you, sir: it comes from the ambassador that was 
bound for England j if your name be Horatio, as I am let 
to know it is. ii 

Horatio, [Meads'] Horatio, when thou shalt have over- 
looked this, give these fellows some means to the king: 
they have letters for him. Ere we were two days old at sea, 
a pirate of very warlike appointment gave us chase. Finding 
ourselves too slow of sail, we put on a compelled valour, 
and in the grapple I boarded them: on the instant they 








goi Clear or our snip 5 so i aioiie became tliear prisoner. 
They have dealt mtli me like thieves of mercy : but they 
knew -what they did : I arn to do a good turn for them. Let 
the king have the letters I have sent ; and repair thou to me 
with as much haste as thou wouidest fly death. I have words 
to speak in thine ear will make tliee dumb j yet are they iniich 
too light for the bore of the matter. These good fellows 
will bring thee wlierq I am. Rosencrantz and Giiiideiistern 
hold their course for England : of them I have much to tell 
thee. Farev/ell. 27 

He that thou knowest thine, Hamlet.” 
Come, I will make you way for these your letters; 

And do’t the speedier, that you may direct me 30 

To him from whom you brought them. 


Scene VI I. Another room m the castle. 


King, Now must your conscience my acquittance seal, 
And you must put me in your heart for friend, 

Sith you have heard, and with a knowing ear, 

That he wiiich hath your noble father slain 
Pursued my life, 

Laertes, It well appears : but tell me 5 

Why you proceeded not against these feats, 

So crimefiil and so capital in nature, 

As by your safety, wisdom, all things else, 

You mainly were stirr’d up. 

King, O, for two special reasons; 

Ydiich may to you, perhaps, seem much unsinew’d, 10 
But yet to me they are strong. The queen his mother 
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Lives almost by liis looks ; and for myselfs — ~ 

My virtue or my plague, be*t either which,— 

She’s so Gonjimctive to rny.life and soul, 

That, as the star moves not but in his sphere, 15 

I could not but by her. The other motive, 

Why to a public count I might not go, 

Is the great love the general gender bear him ; 

Who, dipping ail his faults in tlieir affection. 

Would, like the ’spring that turneth v/ood to stone, 20 
Convert his gyves to graces ; so that my arrows, 

Too slightly timber’d for so loud a wind. 

Would have reverted to my bow again, 

And not 'where I had aim’d them. 

Laeries. And so have I a noble father lost; 25 

A sister driven into desperate terms. 

Whose worth, if praises may go back again, 

Stood challenger on mount of all the age 
For her perfections: but my revenge will come. 

King. Break not your sleeps for that: you must not 
think 30 

That we are made of stuff so fiat and dull, 

That we can let our beard be shook with danger 
And think it pastime. You shortly shall hear more: 

I loved your father, and we love ourself; 

And that, I hope, Avill teach you to imagine — 35 

r? Messenger, 

How now! what news? 

Messenger. Letters, rny lord, from Hamlet; 


This to your majesty; this to the queen. 

King, From Hamlet 1 wfiio brought them ? 

Messenger, Sailors, my lord, they say; I saw them not; 
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They were given me by Claudio y he received them : 40 
Of him that brought them. 

" LaerteSj you shall hear them. 

Leave us. jWessenger. 

\jR.eads\ ^‘'High and mighty3 "^oii shall know I am set 
naked on your kingdom. Touiiorrow shall I beg leave to 
see your kingly eyes : when I shall, first asking your pardon 
thereunto, recount the occasion of my sudden and more 
strange return. 47 

“ Hamlet/'' . 

Jwhat should this mean? Are all the rest come back? 
Or is it some and no such thing? , 50 

Laer. Know you the hand? ’ 

King. Tis Hamlet's character. Naked/'— 

And in a postscript here, he says, “alone." 

Can you advise me ? 

Laertes. I am lost in it, my lord. But let him come; 
It warms the very sickness in my heart, 55 

That I shall live and tell him to his teeth, 

“Thus diddest thou," 

King. If it be so, Laertes, — y , 

As how should it be so? how otherwise? — v . ^ • 

Will you be ruled by me? 

Laertes. Ay, my lord ; 

So you will not o’errule me to a peace. 60 

LCing. To thine own peace. If he be now return'd, 
As checking at his voyage, and that he means 
No more to undertake it, I will work him 
To an exploit, now ripe in my device, 

Under the which he shall not choose but fail: 65 

And for his death no wind of blame shall breathe, 

But even his mother shall uncharge the practice, 

And call it accident. 


lOS HAMLET. [ACT IV. 

Laertes. My lord, T will be ruled j 

The rather, if you could devise it so, 

That I might be the organ. 

King. It falls right 70 

You have been talk’d of since your travel much, 

And that in Plamlet’s hearing, for a quality 
Wherein, they say, you shine: your sum of parts 
Did not together pluck such envy from him, 

As did that one, and that, in my regard, 75 

Of the unworthiest siege. 

Laertes. What part is that, my lord? 

King. A very riband in the cap of youth, 

Yet needful too; for youth no less becomes 

The light and careless livery that it wears 

Than settled age his sables and his weeds, So 

Importing health and graveness. Two months since, 

Here was a gentleman of Normandy, — 

I have seen myself, and serv’d against, the French, 

And they can well on horseback: but this gallant 
Had witchcraft in’ t; he grew unto his seat; S5 

And to such wondrous doing brought his horse, 

As he had been incorpsed and demi-natured 
With the brave beast : so far he topp’d my thought, 

That I, in forg ery of shapes and tricks, 

Come short of what he did. 

Laertes. A Norman was’t? 90 

ICmg, A Norman. 

Laertes. Upon my life, Lamond. 

King. The very same. 

Laertes, 1 know him well : he is the brooch indeed 
And gem of all the nation. 


King. He made confession of you, 95 
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For art and exercise in your defencCj 
And for your rapier most especially. 

That he cried out, 'twould be a sight indeed, 

If one could match you: the s criniers of their nation,’^ loo 
He swore, had neither motion, guard, nor eye, 

If you opposed them. Sir, this report of his 
Did Hamlet so envenom with his envy, 

That he could nothing do but wish and beg 

Your sudden coming o’er, to play with him. 105 

Now, out of this, — ^ 

Laertes, What out of this, my lord ? 

King, Laertes, was your father dear to you ? 

Or are you like the painting of a sorrow, 

A face without a heart? 

Laertes, Why ask you this? 

King, Not that I think you did not love your father; 
But that I know love is begun by time; in 

And that I see, in passages of proof. 

Time qualifies the spark and hre of it. 

There lives within the very flame of love 
A kind of wick or snuff that will abate it; 115 

And nothing is at a like goodness still; 

For goodness, growing to a plurisy, 

Dies in his own too-much : that we Avould do, 

We should do when we would; for this “ would ” changes, 
And Jiath abatements and delays as many 120 

As there are tongues, are hands, are accidents; 

And then this “should” is like a spendthrift sigh, 

That hurts by easing. But, to the quick 0’ the ulcer : — 
Hamlet comes back: what would you undertake, 

To show yourself your father’s son in deed 125 

More than in words? 

Laertes To cut his throat i’ the church. . 
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King, No place, indeed, should murder sanctuarize ; 
Revenge should have no bounds. But, good Laertes, 
.Will you do this, keep close within your chamber. 
Hamlet retiirnki shall know you are come home: 130 

WedI put on those shall praise your excellence. 

And set a double varnish on the fame 
The Frenchman gave you \ bring you in fine togetlie 


And wager on your heads : he, being remi ss. 
Most generous, andi.-free from all contriving, 

Will not peruse the foils ; so that with ease, 

Or with, a little shuffling, you may choose 
A sword linbated, and in a pass of practice 
Requite him for your father. 

Laertes. I will do’t s 

And for that purpose I’ll anoint my sword. f 
I bought an unction of a mauntebank, ■ 

So mortal, that but dip a knife in it, 

Where it draws bipod no cata, plasm so rare, 
Collected from aU ’^mples that have virtue ■ 
Under the moon, can save the thing from death 
That is but scratch’d withal: I’ll touch my point 
With this contagion, that, if I gall him slightly, 

It may be death. 
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Let’s further think of this ; 


Weigh what convenience both of time and meaiis 
May fit Ujs to our shape: if^kis should fail, 150 

And that ' our drift lobk through our bad performance, 
’Twere better not assay’d: therefore this project 
Should have a back or second, that might hold, 

If this should blast in proof. Soft! let me see: 

Well make a solemn wager on your cunnings, 155 

I hal: 

When in your motion you are hot and dry, — : 
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As make, your bouts, more violent to tbat, endj— 
And that he calls for drink. Ill have prepared him 
A chalic e for the nonce ,;,’ whereon, but sipping, 

If he by chance escape your venom VI stuc k, 

Our purpose may hold there. 


Enter Queen. 

How now, sv/eet queen i 

Quee 7 t. One woe doth tread upon another^ heel, 

So fast they follow : your sister’s drown’d, Laertes, 

Laertes, Drown’d! O, where? 165 

Queen. There is a willow grows aslant a brook, 

That shows his hoar leaves in the glassy stream ; 

There with fantastic garlands did she come 
Of crow-dowers, nettles, daisies, and long purples 
That liberal shepherds give a grosser name, 170 

But our cold maids do dead men’s fingers call them : 
There, on the pendent boughs her coronet weeds 
Clambering to hang, an envious sliver broke : 

When down her weedy trophies and herself 

Fell in the weeping brook. Her clothes spread wide, 175 

And, mermaid-like, awhile they bore her up; 

Which time she chanted snatches of old tunes, 

As one incapable of her own distress, 

Or like a creature native and indued 

Unto that element: but long it could not be iSo 

Till that her garments, heavy wdth their drink, 

Pull’d the poor wretch from her melodious lay 
To muddy death. 

Laertes, Alas, then, she is drown’d? 

Queen. Dvo\Yn% drown’d, 

Laertes. Too much of water hast thou, poor Ophelia, 
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And therefore I forbid my tears: but yet iS6 

It is our tli^k ; nature her custoin holds, 

Let shame say what it will: when these are gone, 

The woman will be out Adieu, my lord : 

I have a speech of fire, that fain 'would blaze, 190 

But that this folly doiits it. [ExiL 

Kmg. Let’s follow, Gertrude : 

How much I had to do to calm his rage! 

Now fear I this will give it start again; 

Therefore let’s follow. 
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uDOEISflii la Jilt 1st- u 4 cl'iti^‘cliyccj’’(l>^ 


Efiier ■ tim , ClownSj with spades^ <5^ 


First Clown. Is she to be buried in Christian burial that 
wiliiilly s€eLs her ,o\¥ir^ 

■ .Second: Cionm. I tell thee she is; and therefore make 
her grave straight; the crowiier hath sat on herj and'hn'ds 
it Christian burial ” -5 

First Clown. How can that be^ unless she drowned 
herself, in her own defence.? 

Second Clown. Why, ’tis found so. 

Frrsf CIg-wu, It must be offendenio y it cannot be else. 

For here lies the yjoint: if I drown myself ■wittiiigly, it 
argues an act: and an act hath three branches; it is, to act, 
to do, to perform : argal, she drowned herself wittingly, 12 
Second Clown. Nay, but hear you, goodman delver,— 
First Clown. Give me leave. Here lies the water ; 
good: here stands the man; good: if the man go to this 
water and drown himself, it is, will he, nill he, he goes, — 
mark you that; but if the water come to him and drown 
him, he drowns not himself: argal, he that is not guilty of 
his own death shortens not his own life. 

Second Clown. But is this law ? 20 

First Clowfi. Ay, marry, isk; crov/neFs quest law* 
Second Clown. Will you haHhe truth on’t ? If this had 
not been a gentlewoman, she should have been buried out 
of Christian burial 24 

First Clown. Why, there thou say’st : and the more pity 
that great folk should have countenance in this world to 
'VV. C ■ ■ .. . . . : 
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drown or hang themselves, more than their 1 
Gome, my spade. There is no ancient gentlemen but gar- 
deners, ditchers, and grave-makers : they hold up AdanTs 
profession. ✓ 

Second Clown, Was he a gentleman? 

First Clown. He was the hrst that ever bore arms. 
Second Clown. Why^ he had none. 

First Clotim, What, art a heathen? How dost thou 
understand the Scripture? The Scripture says, Adam 
digged : could he dig without arms ? Fii put another ques- 
tion to thee: if thou answerest me not to the purpose, 
confess thyself — 

Second Clown. Go to. 39 

First Clown. What is he that builds stronger than either 
the mason, the shipwright, or the carpenter ? 

Second Clown. The gallows-maker; for that frame out- 
-lives a thousand tenants. 43 

First Clown.' I like thy wit well, in good faith: the 
gallows does well; but how does it well? it does well to 
those that do ill : now, thou dost ill to sgy the gallows is 
built stronger than the church; argal, the gallqws may do 
well to thee. To’t again, come. 

Second Clown. /‘Who builds stronger than a mason, a 
shipwright, or a carpenter?’/ : 

First Clown. Ay, tell me that, and u nyoke . 

Second Clow 7 i. Marry, now I can telL' 

FFst Clown. To’t. 


SecQ?id Clow?z. Mass, I cannot tellti. 


54 


Filter Hamlet and Ho'rktio, at some distance. 

First Clown. Cudgel thy brains no more about it, for 
your dull ass will ng^iend his pace with beating; and when 
you are asked this question next, say “a grave-maker :” the 
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see’t Did these hones cost no more the breeding, but to 
play at loggats with ^em ? mine ache to think on^t. 

First Clown, 

A pickaxe, and a spade, a spade, 90 

For and a shrouding-sheet : 

O, a pit of clay for to be made 
For such a guest is meet 

\Throws lip another skull, 
Hamlet There’s another: why may not that be the 
skull of a law)-er? Where be his quiddities now, his quillets, 
his cases, his tenures, and his tricks? why does he suffer 
this rude knave now to knock him about the sconce with 
a dirty shovel, and will not tell him of his action of battery? 
Hum ! This fellow might be in’s time a great buyer of 
land, with his statutes, his recognizances, his fines, his 
double vouchers, his recoveries : is this the fine of his 
fines, and the recovery of his recoveries, to have his fine 
pate full of fine dirt? nail his vouchers vouch him no 
more of his purchases, and double ones too, than the 
length and breadth of a pair of indentures? The very 
conveyances of his lands will hardly lie in this box; and 
must the inheritor himself have no more, ha? 10^ 

Horatio, Mot a jot more, my lord. 

Hamlet Is not parchment made of sheep-skins? 
Horatio, Ay, my lord, and of calf-skins too. iio 

Hamlet They are sheep and calves which seek out 
assurance in that. I will speak to this fellow. Whose 
grave’s this, sirrah ? 

First Clown, six, 

O, a pit of clay for to be made 115 

For such a guest is meet. 

Hamlet I think it be thine, indeed ; for thou liest in’t. 
First Clow 7 i, You lie out on’t, sir, and therefore it is not 
yours ; for my part, I do not lie in ’t, and yet it is mina 



3 for tlie dead, not for the quick; therefore thou liest. 
Firsi Clotim. 'Tis a quick lie, sir ; away again, 

)m me to you, 

Hamlet What man dost thou dig it for? 

First Clown. For no man, sin 125 

Hamlet. What woman, then? 

First Clow/'L For none, neither. 

Hamlet Who is to be buried in’t? 

First Clown, 0 ne that was a woman, sir ; but, rest 
T soul, she’s dead. 130 

Hamlet How absolute the knave is! we must speak 
' the card, or equivocation will undo 11 s. By the Lord, 
oratio, these three years I have taken note of it; the 
e is grown so picked that the toe of the peasant comes 
near the heel of the courtier, he galls his kibe. How 
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Pirsf Clown^ Faith, e’en with losing liis wits. 

Hamlet Upon what ground? 

First Clown, Why^ here in Denmark ; I have been 
sexton here, man and boy, thirty years. 1^5 

Hamlet How long will a man lie i' the earth ere he rot ? 

First Clown, I’ faith, if he be not rotten before he 
die, — as we have many corses now-a^days that will scarce 
hold the laying in, — he will last you some eight year or 
nine year : a tanner will last you nine yean 161 

Hamlet, Why he more than another? 

First Clown, Why, sir, his hide is so tanned with his 
trade that he will keep out water a great while; and your 
water is a sore decayer of your dead body. Here’s a 
skull now; this skull has lain in the earth three-and-twenty 
years. 

Hamlet Whose was it? 

First Clown, A mad fellow’s it was ; whose do you 
think it war? 

Hamlet Nay, I know not. 

First Clown, A pestilence on him for a mad rogue 1 

poured a flagon of Rhenish on my head once. This 
same skull, sir, was Yorick’s skull, the king’s jester. 

Hamlet This} 

First Clown, E’en that 

Hmnkt Let me see. \Takes the skulC] Alas, poor 
Yorick ! I knew him, Horatio : a fellow of infinite jest, 
of most excellent fancy : he hath borne me on his back 
a thousand times; and now, how abhorred in my imagi- 
nation it is I my gorge rises at it Here hung those lips 
that I haye kissed I know not how oft Where be your 
gibes now? your gambols? your songs? your flashes of 
merriment, that were wont to set the table on a roar? 
Not one now, to mock your own grinning? quite chap- 



iPlii 






l^»«li!ili 


»»»«■«»«»« 


HAMLET. 


fallen? Now get you to my lady^s cliambeL and tell her, 
let her paint an incli tliiclc, to this f avour she must come; 
make her laugh at that. Prithee^ Ploratio; tell me one 
thing. 

Horatio. WhaPs thatj my lord? igo 

Hamlet Dost thou think i\Iex:ander looked this 

fashion f the earth? 

Horatio* E’en so. 

Hamlet And smelt so ? pah ! [Puts down the skull 
Horatio* E’en so, my lord. 195 

Hamlet To what base uses we may return, Horatio! 
A¥liy may not imagination trace the noble dust of Alexander 
till he find it stopping a bungdyole? ' 

Horatio* ’Twere to consider too curiously, to consider so. 
Hamlet No, faith, not a jot; but to follow him 
thither with modesty enough, and likelihood to lead it t as 
thus ; xHexander died, Alexander was buried, Alexander 
retiirneth into dust; the dust is earth; of earth w’-e make 
loam; and why of that loam whereto he was converted 
might they not stop a beer-barrel? 205 

Imperious Caesar, dead and turn’d to clay, 

Might stop a hole to keep the wind away: 

0, that that earth which kept the world in awe 
Should patch a wall to expel the winter’s flaw I 
But soft! but soft! aside: here comes the king, 210 


M?iier Priests, 6^^., in procession ; the Corpse of Ophelia, 
Laertes and Mourners following; King, Queen, their 
trainsy 


The queen, the courfiers : pvho is this they follow ? 
And with This doth betoken 

The corse they follow did with desperate hand 
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Fordo it own life : of some estate. 214 

Couch we awhile, and mark. Iloraiio. 

Laertes. ceremony else? 

Hamlet That is Laertes, 

A very noble youth: mark. 

Laertes. What ceremony else? 

.Mrst Priest Her obsequies have been as far enlarged 
As we have warrantise: her death was doubtful; 220 
And, but that great command o^ersways the order, 

She should in ground unsanctified have lodged 
Till the last trumpet ; for charitable prayers. 

Shards, flints and pebbles should be thrown on her: 

Yet here she is allow'd her virgin crants, 225 

Her maiden strewments, and the bringing home 
Of bell and burial 

Must there no more be done? 

First Priest No more be done : 

We should profane the service of the dead 
To sing a requiein and such rest to her 230 

As to peace-parted souls, 

Laertes. Lay her i' the earth; 

And from her fair and unpolluted flesh 

May violets spring ! I tell thee, churlish priest, 

A ministering angel shall iny sister be. 

When thou liest howling. 

Hamlet What, the fair Ophelia! 235 

Queen. Sweets to the sweet : farewell I 

\Scatten7ig flowers. 

I hoped thou shouldst have been my Hamlet's wife; 

I thought thy bride-bed to have deck'd, sweet maid, 

And not have strew'd thy grave. 

Laertes. O, treble woe 

Fall ten times treble on that cursed head 


240 



Whose wicked deed thy most ingenigiis se!ise 
Deprived thee of! Hold off the earth awhilej 
Till I have caught her once more in mine arms t 

into the grave^ 

Now pile your dust upon the quick and dead, 

Till of this flat a mountain you have made 245 

To overtop old Pelion or the skyish head 
Of blue Olympus* 

IIa7}h [Advandng] What is he whose girief 
Bears such an emphasis; whose phrase of sorrow 
Conjures the wandering stars and makes them stand 
Like wonder-wounded hearers ? This is I, 2 

Hamlet the Dane, \£eaAs into the grave, 

Laertes. The devil take thy soul 1 

\GrapLlmg zvith him, 

Hamlet, Thou pray’st not well, 

I prithee, take thy fingers from my throat; 

For, though I am not spienitive and rash. 

Yet have I something in me dangerous, 

Which let thy wisdom fear : hold off thy hand 1 

King, Pluck them asunder. 

Queen, Plamlet, Hamlet I 

Ail, Gentlemen, — 

Horatio, Good my lord, be quiet 

[The Attendants them^ and 
C 07 ne out of the grave, 

Hamlet Why, T will fight with him upon this theme 
Until my eyelids will no longer wag. 

Queen. O my son, what theme ? 

Hcrmlet I loved Ophelia : forty thousand brothers 
Could not, -with all their quantity of love, 

Make up my sum. What wilt thou do for her ? 

King, O, he is mad, Laertes, 
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Qz/een* For love of God, forbear him. 

HamleL ^Swomidsj show me what thoudt do : 

Woo't weep? woo’t %ht? woo’t fast? woo't tear thyself? 
Woo^t drink up eisel? eat a crocodile? 
ril do^t Dost thou come here to whine? 

To outface me with leaping in her grave? 

Be buried quick with her, and so will I; 

And if thou prate of mountains, let them throw 
Millions of acres on us, till our ground, 

Singeing his pate against the burning zone, 

Make Ossa like a wart i Nay, an thou'lt mouth, 
rii faht as well as thou. 

■ This is mere madness : 

, And thus awhile the fit will work on himj . 

Anon,' as . patient as the,, female 

When that her golden couplets ^ disclosed, 280 

His silence will sit drooping. 

Hamlet Hear you, sir| 

What IS the reason that you use me thus? 

I loved you ever; but it is no matter; 

Let Hercules himself do what he may, 284 

The cat will mew, and dog will have his day. \Exit 
King. I pray you, good Horatio, wait upon him. 

\Kxit Horatio. 

[To Zaertes] Strengthen your patience in our last nighfs 
speech; 

Well put the matter to the present push. 

Good Gertrude, set some watch over your son. 

This grave shall have a living monument : 290 

An hour of quiet shortly shall we see ; 

Till then, in patience our proceeding be* [Hxez/nt 
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HAMLET. 


Scene IL A hall in the castle. 


Mnter Hamlet amd Horatio. 

Ham. So much for thisj sir: now shall you see the other ; 

You do remember all the circumstance? 

Horatio. Remember it^ my lorcli 

HamleL Sir, in my heart there was a kind of fighting, 

would not let me sleep : methought I lay s 

^ Worse than the mutines in the b ilboe s. Rashly,— 

And praised be rashness for it, let us know, 

Our indiscretion sometimes serves us well, 

^ * f ^ 

: When our deep plots do pall ; and that should learn us 

There’s a divinity that shapes pur ends, lo 

Rough-hew them how we will, — 

Horatio. That is most certain. 

Hamlet Up from my cabin. 

My sea-gown scarf'd about me, in the dark 

Groped I to find out them: had my desire, 

Finger’d their packet, and in fine withdrew 15 

To mine own room again: making so bold, 

My fears forgetting manners, to unseal 

Their grand commission; where I found, Horatio,— 

O royal knavery! — an exact command, 

Larded with many several sorts of reasons, 20 

Importing Denmark’s health and England’s too, 

With, ho i such bugs and goblins in my life, 

That on the supervise, no leisure bated, 

No, not to stay the grinding of the axe, 

My head should be struck off. 

Horatio. Is’t possible? 25 

Hamlet Here’s the commission: read it at more leisure. 

But wilt thou hear me how I did proceed? 
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Horatio. I beseech you» 

Hamlet Being thus be-netted round with villanies,,— 
Ere I could make a prologue to my brains^ 30 

They had begun the play,— I sat me down, 

Devised a new commission, wrote it fair: 

I once did hold it, as our statists do, 

A baseness to write fair, and labour^ much 

How to forget that learning; but, sir, now 35 

It did me yeoman’s service i wilt thou know 

The effect of what I wrote? 

Horatio. Ay, good my lord. 

Hamlet An earnest conjuration from the king,— 

As England was his faithful tributary, 

As love between them like the palm might dourish, 40 
As peace should still her wheaten garland wear 
And stand a comma ^tween their amities; 

And many such-like of great charge, — 

That, on the view and knowing of these contents, 
Without debatement fuither, more or less, 45 

He should the bearers put to sudden death, 

Not shriving-time allow’d. 

Horatio. How was this seal’d? 

Hamlet, Why, even in that was heaven ordinant» 

I had my father’s signet in my purse, 

Which was the mod el of that Danish seal; ' ^ 50 

Folded the writ up in form of the other. 

Subscribed it, gave’t the impression, placed it safely, 

The changeling never known. Now, the next day 
Was our sea-hght ; and what to this was sequent 
Thou know’st already. 55 

Horatio. So Guildenstern and Rosencrantz go to’t. 

Hamlet Why, man, they did make love to this employ- 
ment; 
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They are not near my conscience ; their defeat ' 

Doth by their own insinuation grow: 

'Tis dangerous when the baser nature comes 6o 

Between the pass and fell incensed points 
Of mighty opposites. 

Horatio. Why, what a king is this ! 

Ham. Does it not, tliirik’st thee* stand me now upon,— 
He that hath kilM my king, and stained , my mother, 
Popp’d in between the election and my hopes, 65 

Thrown out his angle for my proper life. 

And with such cozenage, — is’t not perfect conscience 
To quit him with this arm? and is’t not to be damn’d 
To let this canker of our nature come 
In further evil ? 70 

Hok It must be shortly known to iiiiii from England 
What is the issue of the business there. 

Hamlet It will be short : the interim is mine; 

And a man’s life’s no more than to say ‘^one.” 

But I am very sorry, good Horatio, 75 

That to Laertes I forgot myself; 

For, by the image of my cause, I see 
The portraiture of his: I’ll court his favours: 

But, sure, the bravery of his grief did put me 
Into a towering passion. 

Horatio. Peace ! who comes here ? So 


Enter Osiiic. 

Osric. Your lordship is right welcome back to Denmark. 
Hamlet I humbly thank you, sir. [Aside to Horatio'\ 
Dost know this water-dy? 

Horatio. [Aside to Hamlet] No, my good lord. S4 
Hamlet [Aside to Horatio] Thy state is the more gra- 
cious; for ’tis a vice to know him. He hath much land, 
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and fertile : let a beast be lord of beasts, and his crib shall 
stand at the king’s mess : ’tis a chough i but, as I say, 
spacious in the possession of dirt 89 

Osm, Sweet lord, if your lordship were at leisure, I 
should impart a thing to you from his majesty, 

Hamlet I will receive it, sir, with all diligence of spirit 
Put your bonnet to his right use ; his for the head. 

Osrlc, I thank your lordship, it is very hot 94 

Hmrt No, believe me, ’tis very cold ; the wind is northerly, 
Osnc. It is indifferent cold, my lord, indeed. 

Hamlet But yet methinks it is very sultry and hot, or 
my complexion— 9S 

Osric, Exceedingly, my lord \ it is very sultry, — ^as hwere, 
—I cannot tell how. But, my lord, his majesty bade me 
signify to you, that he has laid a great wager on your head ; 
sir, this is the matter,— 

Hamlet I beseech you, remember- — 103 

\Hamlet moves Mm to put o?i Ms hat 
Osnc. Nay, in good faith ; for mine ease, in good faith. 
Sir, here is newly come to court Laertes; believe me, an 
absolute gentleman, full of most excellent differences, of 
very soft society and great showing: indeed, to speak feel- 
ingly of him, he is the card or calendar of gentry, for you 
shall find in him the continent of what part a gentleman 
would see. / '' ^ J : tio 

Hamlet Sir, his definement suffers no perdition in you;, 
though, I know, to divide him inventqrially would dizzy, the 
arithmetic of memory, and yet b ut yaw heithqr. in respec t 
But, in the verity of extolment, I take 
him to be a soul of great article ; and his infusion of such 
dearth and rareness, as, to make true diction of him, his 
semblable is his mirror, and who else would trace him, his 
umbrage, nothing more. iiS 
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Osric.' A^'oiir lordship speaks most ijifallibly of Mm. 

Ilamiet The coiicernancyj sir? why do we wrap the 
gentleman in our more rawer breath? 

Osrk, Sir? 

Horatio. Is’t not possible to understand in another 
tongue? You will do’t, sir, really. 124 

Jiam. What imports the nomination of this gentleman? 

Osric. Of Laertes 

Horatio, His purse is empty already s all’s golden words 
are spent. 

Hamlet, ■ Of him, sir, 

Osrk, I know you are not ignorant — • 130 

Hamlet, I would you did, sir; yet, in faith, if you did, 
it would not much approve me: well, sin 

Osr, You ai*e not ignorant of what excellence Laertes is — ■ 

Hamlet, I dare not confess that, lest I should compare 
with him in excellence; but, to know a man well, were to 
know himself. 136 

Osric. I mean, sir, for his weapon; but in the inip,utat|on 
laid on him by them, in his meed he’s unfellowed. 

Hamlet What’s his weapon? : 

Osric, llapier and dagger. 140 | 

Hamlet, That’s two of his v/eapons : but, well. 

Osric, The king, sir, hath wagered with him six Barb ary ^ | ^| 

horses: against the which he has i mpou jed. as I take it, six 
French rapiers and poniards, with their assigns, as girdle, | 

hangers, and so: three of the carriages, in faith, are very 1 

dear to fancy, very responsive to the hilts, most delicate 
carriages, and of very liberal conceit. 147 i 

Hamlet, What call you the carriages ? i 

Horatio, I knew you must be edified by the margent | 

ere you had done. 150 j 

Osric, The carriages, sir, are the hangers. ^ 
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Hamlet The phrase would be more germane to the | 

matter, if we could carry cannon by our sides : I would it j 

might be hangers till then. But, on i sk Barbaiy horses | 

against six French swords, their assigns, and three liberab | 

conceited carriages ; that^s the French bet against the Danish. i 

■ Why is this ironed,” as you call it ? 1-57 '• ■ | 

0 $ric. The, king, sir, hath laid, that in a dozen passes j 

between yourself and him, he shall not exceed you three [ 

hits : he hath laid on twelve for nine j .and it would come to 
immediate trial, if your lordship would vouchsafe the answer. , 

Hamlet ii\ answer no? f 

Osric. I, mean, .my lord, the opposition of your,, person f 

in triak 164 | 

Hamlet Sir, I will walk here in the hall : if it please [ 

Ills majesty, ^tis the breathing time of day with me j let , 

the foils be brought, the gentleman willing, and the king J 

hold his purpose, I will win for him an I can; if not, I [ 

will gain nothing but my shame and the odd hits. (. 

Osrk, Shall I re-deliver you e'en so ? 170 [ 

Hamlet To this effect, sir ; after what flourish your I 

nature will. 

Osrk I commend my duty to your lordship. f 

Hamlet Youm, yours. [Exit Osric] He does well to J 

commend it himself; there are no tongues else foris turn. j, 

Hordiio, Thjs lapwing rims away with the shell on his 
head. 177 

Hamlet He did comply with his dug, before he sucked 
it. Thus has he— and many more of the same bevy, that 
I know the drossy age dotes on — only got the tune of 
the time and outward habit of encounter ; a kind of yesty 
collection, which carries them through and through the 
most fond and winnowed opinions ; and do but blow them 
to their trial, the bubbles are out. 184 
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EtiferKing^ Queeiij LaerteSj Lordsj Osric, Attendants 
■with foils ^ 

IHmg, GomCj Hamlet, come, and take this hand from me. 

[Tke Kingfuts Laertes^ hand into Hamlef s, 
Hamlet. Give me your pardon, sir : I have done you 
wrong ; 

But pardonk, as you are a gentiemaa 215 

This presence knows, 

And you must needs have heard, how I am punished 
With sore distraction. What I have done. 

That might your nature, honour and exception 
Roughly . aW’-ake, I here proclaim was madness. 220 

Was’t Hamlet wrong’d Laertes ? Never Hamlet ; 

If Hamlet from himself be ta’en away, 

And when he’s not himself does wrong Laertes, 

Then Hamlet does it not, Hamlet denies it 

Who does it, then? His madness: ift be so, 225 

Hamlet is of the faction that is wrong’d] 

His madness is poor Hamlet’s enemy. 

Sir, in this audience, 

Let my disclaiming from a purposed evil 

Free me so far in your most generous thoughts, 230 

That I have shot mine arrow o’er the house, 

And hurt my brother. 

Laertes. I am satisfied in nature, 

Whose motive, in this case, should stir me most 
To my revenge: but in my terms of honour 
I stand aloof, and will no reconcilement 23^^ 

Till by some elder masters, of known honour, 

I have a voice and precedent of peace, 

To keep- my name ungored. But till that time 
I do receive your offer’d love like love, 
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And will not wrong it* 

Bmiki I embrace it freely, 240 

And will this brother’s wager frankly play. 

Give ns the foils. Come on. 

Laertes, Comej one for me. 

Hainki. Fll be your foilf Laertes : in mine ignorance 
Your skill shall, like a star F the darkest night, 

Stick fiery off indeed. 

Laertes, You mock me, sir. 245 

, Hamlet No, by this hand*' 

ICifig, Give them the foils, young Osrie. Cousin Hamlet, 
You know the wager? 

Hamlet Very well, my lord; 

Your grace. hath laid the odds o’ the weaker side. 

Hing, I do not fear it ; I have seen you both : 

But since he’s better’d, we have therefore odds. 

Laertes, This is too heavy, let me see another. 

Ha7n, This likes me well. These foils have all a length ? 

\They prepare to flay, 

Osrie, Ay, my good lord. 

Hing. Set me the stoiips of wine upon that table. 25 
If Hamlet give the first or second hit. 

Or quit in answer of the third exchange, 

Let alt the battlements their o rdnanc e fire : 

The king shall drink to Hamlet’s better breath; 

And in the cup an union shall he throw, 260 

Richer than that which four successive kings 
In Denmark’s crown have worn. Give me the cups, 

And let the kettle to the trumpet speak, 

The trumpet to the cannoneer without, 

The cannons to the heavens, the heavens to earth, 

/‘ Now the king drinks to Hamlet.” 

And 
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Come on, sir. 

Laertes. Come, my lord. [L 7 iej/ Jftay. 

JLanilet. . One. 

' Laertes. jsjo. 

Hamlet Judgment, 

Osric. A hit, a very palpable hit. 

Laertes. Well; again. 269 

King. Stay; give me drink. Hamlet, this pearl is thine ; 
Kerens to thy health. 

\Trumpets so?md^ and cannon shot off wltJim. 
Give him the cup. 

Hamlet Fli play this bout first; set it by awhile. 
Gome. [They L>lay\ Another hit; what say you? 

Laertes. A touch, a touch, I do confess. 274 

King. Our son shall win. 

He’s fat, and scant of breath. 
Here, Hamlet, take my napkin, rub thy brows : 

The queen carouses to thy fortune, Hamlet. 

Hamlet Good madam 1 

Gertrude, do not drink. 

Queen. I will, my lord; I pray you, pardon me. 279 

[Drinks. 

King. [Afide~\ It is the poison’d cup; it is too late. 
Hamlet I dare not drink yet, madam ; by and by. 
Queen. Come, let me wipe thy face. 

Laertes. My lord, I’ll hit him now. 


Kins;. 


I do not think’t. 


Laer. [Aside\ And yet ’tis almost ’gainst my conscience. 
Hamlet Come, for the third, Laertes: you but dally; 285 

pray you, pass with your best violence; 
am afeard you make a wanton of me. 

Laertes. Say you so? come on. \They ffay. 

Osric. Nothing, neither way, 
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Laertes. Have at you now 1 

\Lae?ies wotmds JIamM; ihen^ in scuffling^ 
they change rapiers^ and Llamkt wounds 
Laertes. 

Lung. Part them ; they are incensed. 

LLatnieL Nay, come, again. [The Queen fails. 

Osric. Look to the queen there, ho ! 

Horatio. They bleed on both sides. How is it, my lord ? 
Osric. How is% Laertes? 

Laertes. Why, as a woodcock to mine own springe, Gsric j 
I am justly kilFcl with mine own treachery. 295 

Ham. How does the queen? 

Liiing. She swoons to see them bleed. 

Queen. No, no, the drink, the drinkj — O my dear 
Hamlet, — 

The drink, the drink !— I am poison’d. [pies. 

Hamlet. O villanyl Ho! let the door be lock’d: 
Treachery! seek it out. 300 

Laertes. It is here, Hamlet: Hamlet, thou art slain; 
No medicine in the world can do thee good, 

In thee there is not half an hour of life; 

The treacherous instrument is in thy hand, 

Unbated and envenom’d: the foul practice'* 305 

Hath turn’d itself on me; lo, here I lie. 

Never to rise again: thy mother’s poison’d: 

I can no more: the king, the king’s to blame. 

Hamlet. The point envenom’d too I 309 

Then, venom, to thy work. [Stabs the Hing. 

All. Treason 1 treason I 

King. 0, yet defend me, friends ; I am but hurt. 
Ham. Here, thou incestuous, murderous, damned Dane, 
Drink off this potion : is thy union here ? 

Lollow my mother. [King dies. 
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31S 


321 


325 


Laertes. He is justly served; 

It is a poison temper’d by himself. 

Exchange forgiveness with me, noble Hamlet : 

Mine and my father’s death come not upon thee, 

Nor thine on me! [Dies. 

Hamlet Heaven make thee free of it 1 I follow thee. 
I am dead, Horatio. Wretched queen, adieu! 

You that look pale and tremble at this chance, 

That are but mutes or audience to this act, 

Had I but time, — as this fell sergeant, death, 

Is strict in his arrest,— O, I could tell you,— 

But let it be. — -Horatio, I am dead; 

Thou livest ; report me and my cause aright 
To the unsa.tislied. 

Horatio. Never believe it; 

I am more an antique E.omaii than a Dane; 

Here’s yet some liquor left 

Hamlet As thou’rt a man, 330 

Give me the cup; let go; by heaven, I’ll have’t 
O good Horatio, what a wounded name, 

Things standing thus unknown, shall live behind me! 

If thou didst ever hold me in thy heart, 

Absent thee from felicity awhile, 335 

And in this harsh world draw thy breath in pain, 

To tell my story. 

\A£ardt at sotne distance^ a7id slmt within. 
What warlike noise is this? 

Osric. Young Fortinbras, with conquest come from 
Poland, 

To the ambassadors of England gives 
This warlike volley. 

Hamlet O, I die, Horatio; 

The potent poison quite o’encrows my spirit ; 
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I cannot live to hear the news from England; 

But I do prophesy the election lights 
On Fortinbras : hedias my dying voice; 

Sq tell • him, with the occurrents, more and lessj 345 
^hich have solicite d — the rest is silence. 

Horatio, Now cracks a noble -heart j good night, sweet 
prince ; 

And flights of angels sing thee to thy rest ! 

Why does the drum come hither? \March within. 


F0RTINBRAS5 the English Ambassadors, ani others. 
Fortinbras. Where is this sight? 

Horatio, What is it ye would see ? 

If aught of woe or wonder, cease your search. 35t 

Fortinbras, This q uarry cries on havoc. 0 proud Death, 
What feast is toward in thine eternal cell, 

That thou so many princes at a shot 
So bloodily hast struck? 

First Ambassador. The sight is dismal; 355 

And our affairs from England come too late: 

The ears are senseless that should give us hearing, 

To tell him his commandment is fulflird, 

That Eosencrantz and Guildenstern are dead : 

Where should we have our thanks? ' 

Horatio, Not from his mouth, 

Had it the ability of life to thank you: 361 

He never gave commandment for their deatln 
But since, so jump upon this bloody question, 

You from the Polack wars, and you from England, 

Are here arrived, give order that these bodies 365 

High on a stage be placed to the view; 

And let me speak to the yet unknowing world 
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How these things came about : so shall you hear 

Of carnal, bloody and unnatural actSj 

Of accidental judgments, casual slaughters, 37^ 

Of deaths put 011 by cunning and forced cause j 

And, in this upshot, purposes mistook 

FalTn on the inventors' heads; all this can I 

Truly deliver. 

Fortinbras. Let us haste to hear it, 

And cal! the noblest to the audience. 375 

For me, with sorrow I embrace my fortune: 

I have some rights of memory in this kingdom, 

Which now to claim my vantage doth invite me. 

Horaiio. Of that I shall have also cause to speak, 
And from his mouth whose voice will draw on more : 3S0 

But let this same be presently perform'd, 

Even while men's minds are wild y lest more mischance, 
On plots and errors, happen. 

Foriinbras* Let four captains 

Bear Hamlet, like a soldier, to the stage; 

For he was likely, had he been put on, 385 

To have proved most royally : and, for his passage, 

The soldiers' music and the rites of war 
Speak loudly for him. 

Take up the bodies : such a sight as this 

Becomes the field, but here shows much amiss. 390 

Go, bid the soldiers shoot. 

[A deadmarcL Exeuntyhearing off the dead bodies s 
after which a peal of ordnance is shot off. 
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2 . me; empliatic; it was not for Bernardo, the new-comer, to 
challenge Francisco, the sentinel on guard. 

6. upon, jnst at: implying ^ just before’ ; so we say 'close upon 
twelve’ (i.e, o’clock). Francisco evidently does not know that it has 
just (‘'now”) struck twelve. 

8. For this relief much thanks. One of the many passages in 
that have become familiar quotations, relief ; d, 17. 

13. rivals, partners; see G. 

bid them make haste, Bernardo is anxious not to be alone on the 
watch fir the same reason that Francisco is glad to be off guard. 

r6’. Either ‘‘ God. give you ” or “ I give you ” ( = I wish you). 

19. A piece of him ; a careless, liiimorous reply, meant to contrast 
Horatio’s light, sceptical mood (23, 24, 30) with the very different 
feelings of Marcellus and Bernardo. Some think that Horatio accom- 
panies and explains the words by a handshake. 

29. Pie may,., speak to it : hy Xinoi .^2. approz^e, coxSxm 

the evidence of, prove them to be correct. 

33. What we have,., seen ; dependent on the general sense ‘relate’ 
in 31, rather than in apposition to “story” in 33. 

35. Last night of all, i.e. it was onlp (or but) last night that etc. ; 

the ellipse is ‘ of all ’ 

36. yond same star, i.e. “any bright star that happened to be, at 
the horn* at that date, W. of the polar star” (= “the pole”) ; apparently 
a planet (cf. “course”) is meant. 

37. his, its; cf. “it” in 38, and see /Vr in G. 

42. Thou art a scholar ; and so able to address tlie Ghost in Latin, 
the language used by magicians and witches in invoking spirits. Cf, 
Hamlet’s Hie et ubique m l, 5. 156; Muck Ado About Nothmg, 
II. I. 263, 264 : “You shall find her the infernal Ate... I would to God 
some .scholar would conjure her,” Editors quote from Beaumont and 
Fletcher’s play, The Night-Walker, li. i : 

“Let’s call the butler up, for he speaks Latin, 

And that would daunt the devil.” 

44. Coleridge notes how true to human nature it is that Floratio 
the sceptic should be the last to speak ; he had been so positive 
in his incredulity (30), and its overthrow has been so swift and absolute. 

48. ie. the King of Denmark y ef, “Norway” in 6t. 
In the English historical plays “England” (cf. iv. 3, 57) and “France” 
often mean the respective kings of the two countries. 

49, sometzmeSiiQx:m.Qxly, 
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56. Before my God; nvite the solemn form of the a.sseveration, 
often clipped to “’fore God i” as in in e. 447., 

ymglit, could; cf. ?nay^*cm^ in i. 4. 51. 

5 7. se 7 iszbie ; in the active .sen.se, ‘ perceiving. ’ avon-cky warrant. 

63. pmde., parley. 

dg. ike sledded Foiacks~Sl\t Pole.s who travel in sleds (i.e. sledges); 
rather than the Pole.s in their .sleds.’ The elder Hamlet angrily broke 
lip a conference held in winter and fiercely assailed the Polish army: 
an incident so important as fully to account for Horatio’s reminiscence. 
But see p. 227, 

65. Jiinif exactly, ju.st ; cf. V, 2. 563, and OiheUo-^ Tt, 3» 392> 
“And bring him jump when he may Cassio find.”: 

dS. in ilie gross and scope of according to the general drift of. 

70—79. See p* 235. toils the subject^ causes the people to toil, 
the subject; used collectively; cf. i. 2, 33. 

74. trafficking for, purchase of. 

75. impress^ forced service, Cf. the old system of ''/ir^^rj-gang.s ’ 
for the nav}'. Shakespeare uses press and impress several times with 
this idea of compulsory military service. 

77. toward, about to happen, imminent ; cf. v. 2. 353. 

83. 7 used actively emulating, emulous.’ 

84. our valiant Hamlet, i.e. “ our last king” (So); cf. 95. 

87. law and heraldry, i.e. the strict legal covenant and the obliga- 
tion, in point of honour, imposed by the law of arms. (F.) 

89. stood; Shakespeare often u.ses stand practically as an emphatic 
auxiliary, seized, possessed ; a legal use still current. The whole 
passage (86 — 95) is a good illustration of Shakespeare’s partiality 
for legal imagery and diction. 

90. a moiety competent, an equivalent amount of lands. 

92. possession. Elizabethans often use inherits ^ to 

have, possess,’ without {as now) the notion of ‘heirship’ (Lat. keres, 
‘an heir ’). So in the Prayer-Book, “bless thine inheritance” — ^that is, 
‘thy people, thy peculiar possession.’ Cf. V. i. 107, 

94. cazriage of the article designed; the tenour of the clause bearing 
on (drawn up with reference to) the point, article; a clause or pro- 
vision in a law or treaty or agreement. 

96. unimproved ; “not regulated or guided by knowledge or e.x- 
perience ‘ untutored.’ 


97. in the sJdrts of, i.e. in outlying parts, where the central 
authority least makes itself felt. 
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98, SharJ^d np^ picked up indiscriminately, as a shark picks up 
its prey. 

100. a stmnach i.e. a spice of danger 5 stoinach often has the 
sense ‘spirit,’ ‘stubborn courage/ 

ror. siaie^ statesmen, rulers. 

106, 107. head^ occasion; the metaphor of a ‘fountain-head,’ source 
of a river; cf. ii. 2. 25. bustle ; see G. 

109— 125. These lines are omitted in the Folio. The account 
of the omens that preceded Csesar’s death resembles clo.sely the account 
m JtiUus Cmar, i, 3, n. 2. Shakespeare himself, on reconsideration, 
or the editors of the Folio, may have thought that this passage (which 
could be easily detached) bore too close a resemblance to the passages 
in Julius Civsa}\ where the introduction of the omens has gi'eat dramatic 
significance. Shakespeare took the omens (but expanded them), like 
the rest of the materials iox Julius Ccssarj from North’s translation 
(1579) of Plutarch’s Lwes. 

109. sort ; either ‘fail out, happen,’ or ‘suit,’ i.e, accord with your 
supposition (104^ — 107). The word has both senses in Shakespeare. 

1 12. A mote etc. ; i.e. a thing as troubling to the mental vision as a 
particle of dust is to the natural eye. Ploratio is not belittling the 
incident. 

1 1 3. statCi community; not ‘condition,’ as if he meant ‘when 
Rome was at her zenith.’ 

114. A little ere. Similarly Plutarch speaks of the portents as 
occurring “before Caesar’s death.” In Julius Ctssar Shakespeare 
concentrates them on the very last night of Csesar’s life. 

“It is evident that the character and history of Julius Ccesar had 
taken a strong hold of Shakespeare’s imagination. There is perhaps 
no other historical character who is so repeatedly alluded to throughout 
his plays.” ' 

1 1 5. 1 16. Did squeak and gibber. The classical poets assign 
a shrill piping voice to the ‘ ghosts ’ or souls of the dead. Cf. Homer, 
Odyssey^ xxiv. 5 et seq., where the souls of Penelope’s suitors are 
described as “gibbering (rpffouffat) like bats.” 

1 1 7. A line must have dropped out; it probably mentioned that 
there were portents in the sky no less strange than those on earth 
(iiSs ii^)- 


sta?'s with trams i.e. comets. Plutarch mentions “the great 

comet [said to be Halley’s comet], which seven nights together was seen 
very bright after Cresar’s death.” The appearance of a comet was 
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traditionally held an evil omen; it “ betoheneth,” says an old writer, 
Batman (1582), ‘‘changing of kings and is a token, of pestilence or of 
war.” 

riS. Disaster is essentially a word belonging to astrology and 
signifying “an unfavourable aspect of a star or planet.” Probably 
an eclipse is meant here, the moist star, the moon. The epithet Is 
an allusion to the moon’s influence on the sea, causing ebb and flow. 

1 1 9. hijltmtce ; another astrological word ; see G. stands, depends. 

120. almost to doomsday, i.e. “almost to the point of complete 
darkness, alluding to the biblical prophecy that at the second coming of 
Christ ‘ the moon shall not give her light’ (Matt, xxiy, 29) 

An eclipse was proverbially an evil omen. QL Faradise Lost, I. 
596— 599. 

1 22. harbingers, forerunners ; see G. still, ever, constantly. 

123. o?nen; here put for ‘the calamity portended by the evil signs.’ 

125. climatures, regions, 

1 27. /’// cross it, though it blast me. An old superstition. 

Mast, a favourite Elizabethan word for ‘to strike with pernicious 
influence, to cause to sicken or wither,’ 

129. The broken lines express strong agitation. 

134. had>pUy, haply, perchance. 

136 — 139. Editors quote from Elizabethan and other writers 
various illustrations of this and the other superstitions mentioned 
(149 — 164). Tlie great storehouse of these beliefs in Shakespeare’s 
time was Reginald Scot’s Discaverie [i.e. iincovery, exposure] of 
Witchcraft (1584), and later. Burton’s Anatomy of Melancholy* 

140. a spear with a broad head. 

j ^0—155. Cf. King dear, liu 4. 120, 12 1 : “This is the foul fiend 
Flibbertigibbet; he begins at curfew, and walks till the first cock.” 

153. It was an old belief tliat there v/ere four classes of .spirits or 
“demons,” associated respectively with the four “ elements,” i,e. 
Salamanders (spirits of fire), Sylphs (of air), Nymphs (of water = 
“sea”), and Gnomes (of underground). Hence tlie idea of this passage 
is that the disembodied spirits of the dead are equally at home in all 
four elements. 

154. extravagant „,erHng ; each in its literal sense ‘^roaming, 

wandering’; the former, perhaps, has more of the notion ‘vagrant.’ 
Lat ext?*a, A' vagaf’i, ‘to wander.’ For e?Ting fLoX* eirare, 

‘to wander’), cf. the old phrase “the erring stars”~Mhe planets,’ 
ppppsed tq fhe “ fixed ” stars. 
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I 


155, Sc&TL em/hie, as in T/ie Tempest^ IV. r-so-— is-s. 

156. /rtf proof; not ‘proviiig', testing/ as vsiially. 

16 1, spirit; scan as a monosyllable almost 

stHke^ blast, destroy by their noxious ‘‘influence’^ (i 19); 
used especially of the planets. Cf. TUtis Androiiiciis, ii. 4. 14, 15 : 

I do wake, some planet strike me down, 

That I may slumber in eternal sleep ! 

In Shalcespeare^s time the moon was reckoned a ‘'‘ planet,^’ and we still 
'yscsit moon-struck. ■ 

163. Ari&f, bewitches, or ‘ blasts with disease ’ ; see G- 

163. in part; still the half- sceptical Horatio, as in 13S (‘Hhey 
say’’) and 149 have heard”). 

166. in nmet mantle. Either ‘grey’ or ‘red, reddish’ suits 
russet in Elizabethan E. and here the context makes ‘grey’ the more 
likely, as indicating the earlier period. 

1 70. p&zmg' Hamlet. “Note the unobtrusive and yet fully adequate 
mode of introducing the main character, ‘young Hamlet,’ upon whom 
is transferred all the interest excited for the acts and concerns of the 
king his father ” — Coleridge. 

Scene 3. 

Uneasiness and insincerity try instinctively to disguise themselves 
in artificial, higli«flown language, as in the first part of Claudius’s speech. 
When he passes from the difficult, personal theme, and speaks of the 
affairs of his kingdom, then we note a simpler tone and “a certain 
appropriate majesty.” For Claudius has great capacity: otherwise, 
indeed, he would not be where he is : he shows most insight into 
Hamlet’s character. In the acting of Hamlet, the part of Claudius 
proves very effective. 

a. T’to is often in Shakespeare added to conjunctions without 
affecting the sense; cf. ‘since ‘though ‘when tliaH 

8. sometime, former ; cf. King Lear, i, z, where Lear^ having 
cast off Cordelia, calls her his “ sometime daughter.” 
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9. jointress to, partner in; literally ‘joint possessor in relation to.’ 

10. defeated, marred, spoilt; the word retains the etymological 
idea of ‘undo’ (F. defah'o). 

1 1 . auspicious. . .dropping, i. e. full at once of gladness and grief. 

13. dole; O.F. doel, Mod. F* deuil ; cf. hsit. ^tf/tf?v ‘pain.’ 

1 4-— 16. It is part of Claudius’s diplomatic flatteiy to represent 
that in the matter of this marriage he has sought the counsel (“your 
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htUr wisdoms ”)5 and received tlie Mi a.ppi'oval, of tlie great nobles, to 
whom, no doubt, lie owed Ills electioii to the throne. 

14.^ a common idiom in vdiidi /<!>=* equivalent to,^ *fbrd 

Cf* the Prayer-Book, I take thee to my wedded wile” ; and LMh^iiL 
8, *Sve hai^e Abraham to our flither**' 

20. md £)/jra me, out g<cav ; cf. out of joint/* I. 4. 1S9. 

21* Colkaguedi agreeing, I think, with ‘^Fortinbras,*’ like the 
participles in iS, 19. Interpret ‘^wdth this imaginary superiority for Ms 
only ally/ (F.) 

33, p'aporiions ; the word implies the requisite preparation {ie. in 
‘^proportion” to the need) of troops and equipment 
' 33* stihjsd ; cf. i. -t. 7^.- 

38/ delated, set forth in detail. allCfW ; plural because attracted to 
“articles” j a very common gi-ammatical occurrence. 

44j 45. Yon oannoi spak ; no favour, within reason, that Laertes 
asks of the King of Denmark will be denied him. 

49, What the King primarily refers to is the assistance Polonius 
must have given him in securing the throne to which young Hamlet” 
wvas the natural, though not the necessary, heir (F.). But the line 
would cover also Polonius’s service under the elder Hamlet. 

56. pardon, permission. 

64. cousin, nepliew ; see G. 

65. A little more ihcm kin, and less than kind. It is significant 
that liamle/s first w'-ords should be a riddle, and cast in that style of 
ironical jesting which he uses so effectively (cf. Richard //.). 

Plamlet echoes bitterly Claudius’s own very unfortunate reference 
to the pectdiar relatmisM^ them: kin being a glance at 
“cousin,” and kind at “son/’ Compare Hamlet’s grim words in 
n. 3. 359. Probably Hamlet speaks to himself, and of himself, witli 
the meaning : Vl am indeed something more than merely your kinsman 
(“ cousin”), but very far from a “son” in kind feelings torvards you.’ 

There is obviously a bitter quibble on kin and kind; and probably 
means ‘disposed according to kind or species/ i.e. ‘disposed as 
a “son” should be, filled wdth natural, filial feelings.’ For Shakespeare 
often uses kind ‘mX tmkind of children, with this notion. Thus Goneril 
and Regan are Lear’s “unkind daughters” (in, 4. 73) in the two 
senses “ uiinattiral ” and “hard-hearted.” Claudius himself is called 
kindhss, ii. 2. 358, because he has proved himself so unnatural in 
his feelings and actions towards his brother and the Queen. 

Some editors believe that Hamlet’s words here apply to the King. 
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too muck f tke sun. The metaphor continues that 
of the previous line, and sun is probably a quibble on in 64/ 
Hamlet means that *^he is too much in the sunshine of the court, 
and too much in the relation of son — son to a dead father, son to 
an incestuous mother, son to an uncle-father. It was suggest:ed by 
Johnson that there is an allusion to the proverbial expression {see 
Zmr, II. 2. 168) : ‘'Out of God’s blessing into a warm sun,’ wliich means 
to be out of house and home [i.e, fallen into an inferior condition]; 
Hamlet is deprived of the throne”-— 

The proverb probably referred to the haste of the congregation to 
leave the shelter of the church immediately after the priest’s benediction, 
running from God’s blessing into the warm sun ” — ; or to the 
laxity of leaving the church before the end of the service, 

70. downcast ; see G. 

83. ; emphatic ; contrasting himself with her. 

87. l^ox Q,cce.rit\XBXiori co 7 nmenddble cf, CoriokmuSi IV. "j, 51. 

92. ohseipimiSf mourning; the word several times in Shakespeare 
has the notion ^pertaining to obsequies or mourning for the dead.’ 

JiersJver; always spelt and accented thus by Shakespeare ; cf. Jii^inq 
dfokn, II. 421, ‘'‘Persever not, but hear me, mighty kings.” 

98, 99. i.e. as common as the most familiar object that is per- 
ceptible by our senses. 

106, 107. tkroiv to earthy cast from you; a curious phrase, but 
the thought in Claudius’s mind is, ‘'let it be buried in your father’s 
grave ’ — “ earth to earth and dust to dust.” tmprevailing^ unavailing. 

109. immediate. ‘‘The throne of Denmark was elective; see 
V. 2. 65, 343, 344; but Hamlet was the probable successor to 
CVeLudius^’—jDawdeji. Plamlet never calls Claudius explicitly a usurper, 
though he had got the better of EEamlet at the vacancy. (F, ) 

1 12. Do 1 impart. When he began (cf. “with” in no) he was 
going to use some phrase like “am I disposed.” 

1 12 — 114. Why does lianilet wish to get back to the University ? 

1 13. to school I in Shakespeare’s time students went up to the 
University as boys; the Earl of Essex w^as in his tenth year, Bacon 12, 
when they were sent to Trinity College, Cambridge. 

Wittenberg. “The University... of Wittenberg, founded in 1502, 
was for the play-going public above all the scene of the ‘ tragical 
life and death of Dr Faustus ’ [in Marlowe’s great play]. To Protestant 
England at large it was the university of Luther ^^—^Berford. It was to 
the door of the Schlosskirche of Wittenberg that Luther, who had been. 
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appointed Professor of Philosophy in 1508, nailed liis iamoiis 95- tlieses : ■ 
in 1517. ■ The University was merged in the University' of Halle m;, 
I S 17. Wittenberg lies on the Elbe in the Prussian province of Sa:^ony, 
about 50 miles south of Berlin. 

. 1.14. refpvgmde, opposite. ' A word bom:wed' frorn astrology. 
When the planets were retrogiade^ that is, v/lien they were going a%vav 
from the earth’s orbit, they were under certain circumstances hostile 
to human plans.” (F.) 

1 1 5. Claudius was influenced by tire Qixeeids obvious wish that 
Hamlet should remain at home. 

j 2 1—128. Spoken with' forced geniality and assurance; . 

. 125. Le.bhe Iving^W ■ 

126-— >1 28. A piece of ‘^U.ocal colour,” the custom referred to being 
essentially Danish. IMse is a Scandinavian word for ‘ drinking deep, 
free quaffing/ and its repeated use in Ilnmia is therefore noticeable | 
cf. I. 4. Sj II. I. 55. krmi ; see G* 

129 — 158. The dramatic purpose of this soliloquy is to amplify 
that impression of FiamlePs character in general, and that insight into 
his present feelings, ■which we have gained from what has preceded. 
This purpose is important at this point because Hamlet is on the eve 
of the revelation which wall make or mar his whole life. 

129. fpo too; an intensive reduplication, common in Elizabethan E. 

130, 7 'esQlve. dissolve. 

132. canon, law, i.e. the Sixth Commandment. The Plamlet of 
the pre-Christian tale would not have felt this scruple. 

134. <2// the whole routine. “Hamlet's brooding melan- 
choly leads him to take a morbid pleasure in making things worse than 
tliey are”— (E.) 

13s — 137. The very spirit of Job : “The eartli is given into the 
hand of the wdcked ” (ix. 24). But in the end of find that 

the “weeds” (note this metaphor again in III. 4. 150) am uprooted, 
and ‘‘possession” placed in worthy hands, merefy, entirely. 

139,140. /i?, compared -with; literally ‘in relation to.’ 

140. Hyperion, the sun-god j cf. ill. 4. 36. Strictly, he was one 
of the Titans and the father of Helios, the sun {Lat. Ffmbtis), and 
the name should be pronounced Hyperion. But tlie identification 
of Hyperion Helios 1% as old as Homer, and the accentuation 
instead Hyperion, to occur in Spenser and other 

Elizabethans. Indeed, has established itself firmly in English 

poetry, probably through these passages in 
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j-a/jrr; one of the sylvan gods (Gk. Sdri/ptj Lat Sa^yfxs) of classical 
mythology, half human in form, half goatlike. | 

1 41. heiee?u, allow; see G. 

146. Another example of Haniiet's morbid geoeruHsiiig; from the 
‘‘frailty*’ of one woman he condemns the whole sex. But, not yet 
knowing the facts, Hamlet brings the wrong charge against his motlier, 
viz, of mere inconstancy in marrying again so soon. 

147. £?r &7‘e ; see G. 

149. ; a type of maternal grief. In mythology she was the 

wife , of Ampliion, King of Thebes; all her children, 7 sons and 7 
daughters, were stain by the arrows of Apollo and Diana, and Zens, 
at her own prayer, transformed her into a stone, which during the 
summer alway^s shed tears. 

J50. a not uncommon phrasers ‘the facility of i 

reasoning’ ; strictly dismirse = ( i ) ^ the act of the understanding, by which i 

it passes from premises to consequences,’ hence (2) ‘reasoning, thought.’ | 

155. Jittshing, redness, i,e. ‘before her tears had had time to redden ^ 

her eyes.’ ■ ' ' ■ / j; 

157, not„,cajtnot ; for the double negative, common in Shake- < 

speare as a form of emphasis, cf. ill. i. 16^, 164. V 

162. r/iafige, exchange, thai jmme, \\z. “friend.” j; 

179. baked meats, -pastry I also written bahmeats, as in Cenesis 
xl. 17 (the baker’s dream told to Joseph), The reference here is to f 

the old custom of providing a cold entertainment for the mourners r 

at a funeral. ! 

1 81. deadliest, bitterest ; see G. 

184. Where, my lord? For the moment Horatio takes Hamlet’s | 

last words literally, as is not unnatural ; cf. 1 8S. 

he uses Horatio’s phrase 1. I. 112 (by a touch of “irony”). s' 

189, Saw who ? The neglect of the inflexion is very common. v 

1 91. Season yo^lr admiration, qaalify your astonishment. ^ 

197. the dead vast, the void still as death itself (cf. i, i. 65) ; cf. 

^^vast of night” in The Tempest, 1. 2. 327. TheAvord implies the ; 

vacancy of night, conceived as the waste, the silent, desolate time. The J 

Folio has j; 

199. Armed at point, fully armed (and so ready for any emergency). I 

The Folio’s reading “ at «// points ”—cf. II. i. 3. 2 — suggests • 

that the old phrase was then (1623) becoming obsolete. | 

cap-ape,heai^tofnct%O.Yy.de€ap(iptedtynxaQ<i.Y.depiedmcap). [ 

203, 204. disHltd, melted, act, effect, operation. 1 
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21 ie. not more like each other than the apparition ■was like, 
your father* 

215* it head; the imin fleeted use of ii as a possessive | see Iiu in G, 
Fourteen instances of this use of it have been noted in the Folio. (F.) 

229. heaveri^Q visor (i.e. upper part) of the helmet; see G. 

234. consian-tiy, fixedly. 

235. amazed; a stronger word in Elizabethan E. than now ; ‘^con- 
founded with astonishinentri Cf. II. 2. 541, 

237. teiii count; cf. number’ (Germ. saJiI), as in ‘‘the, tale 

of bricks/’ V. 18, 

241. i.e. sti'eaked with grey. 

247. tejiablcy kept, retained. The passive use here illustrates the 
variable character of the adjectival terminations in Elizabethan E. 

255. doubt ^ suspect; cf. 1. 5. 40, 41. His first hint at foul play. 

256, 257. foul deeds etc. Should Flamlet here turn to the vacant 
throne? 

Scene 3. 

One of the most striking illustrations of Shakespeare’s observance of 
the principle of dramatic relief is the use of scenes that stiind out from 
the main scheme of design and colour, and thereby serve to set it off. 
Thus the sixth scene of Macbeth (i. 6), in contrast witli the lurid, 
fiercely dramatic scenes that precede and follow, might he described 
as a “lyric movement” : a shaft of soft light between two masses of 
s1:orm-cloud. 

3. convoy^ conveyance, means of sending a letter, 

6. u: faskion, a compliance with the mode ; Laertes means that it 
seems to Flamlet ‘ the right thing’ to be paying court to someone. 

a toy in bloody a mere whim of passion, toy i see G. 

7. in its springtime. 

9. stippliance^ entertainment, amusement for. 

11. crescent; so cfrscive in the same sense, Henry K i. i. 66; 

Lat. ‘growing, increasing.’ 

12, this temple; a Scriptural image ye are the temple of the 
living God,” 2 CorinthiansPx* % so in i Co 7 \ iii. 16, 17. 

15. cautel, deceit; see G. 

19. of no account. 

20. Can’ve hmtself; \iiQxod\y ‘help himself to a dish,’ hence 
figuratively ‘ do as he likes, indulge his laslc.’ 

10 — 2 


148 HAMLET. [ACT 1. 

35, heap you in the rear, of ; not advance so far as your 

affection would lead you.” 

35, modestest, most scrupulous, 

37. Cf. Hamlefs words to Ophelia, iii. i, 136, 137. 

38. canke?'^ canker-worm; see G. and cf, Lycidas, 45, “As killing 
as the canker to the rose.” 

39. buds ; F. is used similarly. 

^^^^closed, opened ; cf. the noun in in. i. 166. 

40. 41. The allusion is to the rank mists and damps of morning, 
before the sun has warmed the atmosphere. 

4-2^43. The rhyme of proverbial wisdom. As an adviser in regard 
to the seamy side of life Laertes shows himself the true son of his 
fiiUier. ■ : 

46. nngradotis^ without grace. 

4^^, Matthew vii. 13, 14. Cf. the allegorical description in The 
Faerie Queene, i. 10, of the FI ill of Contemplation, whence the Red- 
cross Knight saw (55) “A little path, that was both steepe and long,” 
leading up to New Jerusalem. 

48, 49. puffed, bloated. Munself i.e. the “ungracious pastor” (46). 
There is a slight change of construction. 

the primrose path; repeated in the '^Porter’s Speech’ oi Macbeth 
II. 3. 20 — 22, “I had thought to have let in .some of all professions 
that go the primrose way to the everlasting bonfire.” Mamkt 

parallel is a strong point in favour of the authenticity of that disputed 
speech, 

50. recks not his own rede, disregards his own counsel. 

rede/ see G. >/% for me. 

58. This interview is a means of showing Polonius’s character 
through the essentially worldly advice he gives his son. His philosophy 
of life is a foil to Plamlet's imwoiidliness. 

The moralising and didactic note is very marked in Elizabethan 
literature : witness Bacon’s Essays. The Reformation had led society 
to think and moralise for itself. 

character., inscribe; for the accentuation cf. The Two Gentlemen 0/ 
Verona, n. 7, 3, 4 : 

“Who art the table wherein all my tlioughts 
Are vi.sibty chardcteVd and engmYocV^ 

Gk. xapa/v'ri^^, hr stamp on a coin, seal, etc., engraved mark.’ 


59. nnproportiod d / perhaps h'eckless, headlong,’ from the notion 
‘not qualified by, not adapted to, the circumstances.’ 
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6o. i.e. *‘be easy in your manners but do not; make jonrHelf clieap. ” 

62. /loojfs; representing ‘that avlucli binds together into; unity, '* 
like the hoops or rings round a cask ; the metaphor of grappling- 

hooks (iv. 6. 17), is a bad change, as it implies hostility. (F.) 

64—68. comrades as in 2 Henry IF, iv. i. 96. Laertes’s own con- 
duct later illustrates Poloniiis’s counsel. opinion; see G. 

70. i.e. free from anything fanciful, e.g. extremes of fashion. 

73, Probably Shakespeare intended to coiive]/ somehow 

the notion nobly born® (Lat rather than Miberald Para- 

phrase: *show all the fastidiousness of the aristocrat.’ chief in thai^ 
especially in that respect, i.e. in the matter of apparel.” 

76. hishandry^^hit* 

77 — 79* thine ownself be 'Hue Fic, 'Tqo fine a thought, one. 

feels, for Polonius; it is, surely, Shakespeare’s own sentiment, as in 
King JoImiN, 

‘^Nought shall make us rue, : / 

If England to itself do rest but true,” 

80. season ihis^ may iny blessing make this ad\ice bear fruit in 
you in, due season. For season^ ‘ mature, ripen,’ cf. again HI, g. 86. 

82, tend; in the sense of attend^ ‘await’ (F. attendre'\ ; cf. IV. 3, 44. 

93. Jfzit on^ impressed on. 

100. inexperienced, raw. 

10 1* Unsifted^ untried, untested, ^enlotis ; ^cm.ledlaus, like the 
colloquial form 

106. sterling; see G. Tender^ look after ; or ^ value, regard.’ 

114. springes to catch woodcocks ; a proverbial saying. The wood- 
cock, being easily caught in snares (“springes”), was thought to have 
no brains and so became typical of stupidity. Cf. v, 'i- '294* When 
Malvolio picks up the letter by which he is duped, one of the plotters 
says : “Kow is the woodcock near the gin ” ii. 5. 92), 

1 1 7. extmct, extinguished, quenched— Lat. extinct ns, 

1 21. mtreatmezits. The interprets ‘ conversations, 

interviews.’ Some say ''his solicitations of you.’ 

126, go-beteveens. 

127. investments^ robes ; i.e. the white vestments of a priest, as in 
the only other place wEere Shakespeare uses it— 2 Henry IV. iv. i. 45, 
“ Wliose %t}hiie investments figure innocence ” (said to the Archbishop). 
The word affects the metaphor of the whole passage (127 — 130), e.g. 
hottdsm 129= ‘marriage-bonds.’ 

132. bring scandal on. 


SC, III.] 
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ISO 

Scene 4. 

*^The unimportant conversation with whicli this scene opens is a 
proof of Shakespeare’s minute knowledge of Human nature. It is a 
well-established fact, that, on the brink of any serious enterprise, or 
event of moment, men almost invariably endeavour to elude the pressure 
of their own thoughts by turning aside to trivial objects and familiar 
circumstances 

2. eager, sharp, biting; F. aigre, Lat ace?\ Cf, I, 5. 69. 

8 — ^12. Cf. I. 2. 124 — 128. The King’s revel is designedly a contrast 
to the scene of watching on the battlements. From a scenic point of 
view the contrast may be made very effective, with the lights of the 
banqueting-hall in the far background. keep late revel. 

9. a carousing, drinking ; see G. 

up-spings of course, the accusative after reels.” It is another 
touch of northern local colour, such as Shakespeare may have got 
from his friends among the English players in Germany; the w’ord 
being a translation of the G^rmoxi JIupfauf, the name of a boisterous 
dance in vogue at the old German merry-makings. (See p. 235.) 

10. Rkem was a common 17th century form iox Rhine (Lat. 
Rhenus), so celebrated for its wine-growing districts. Cf. v. i. 173. 

n. keUle-dru 7 n ; this instrument was then characteristic of Den- 
mark ” — Hefford* 

12. The triumph of his pledge, ‘^his glorious achievements as 
drinker.” %QQShahespeardsE 7 igland\\ii)i( 7 )yi,iQ^. 

Is it a custojn ? It seems odd that a Dane should ask the question. 
Perhaps, however, some distinction between different parts of Denmark 
is intended. 

16. More honoured, i.e. better disregarded than kept. 

18, tax^d of, censured by ; see G. 

19, 20. cUpe, call ; see G. with stoinish phrase, by speaking of 

us as pigs. title; implying ‘good name.’ 

it, this drunkenness ; a characteristic vice of the northern nations of 
Europe, Othello, it 3. 78— 87 (with its reference to the Danes). 
Probably here, as certainly in that passage, Shakespeare is rebuking 
this vice in his own countrymen. 

22. attribute, reputation ; literally ‘ what is attributed to us.’ 


24. some vicious mole of nature, some natural blemish. For mole^: 
‘a disfiguring spot on the body,’ cf. King John, in. i, 47, “Patch’d 
with foul moles and eye-offending marks.” 
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-26, Ms*, its; seeG* 

27. coiiiplcxion., iiatutai bent of cliaractei conti; 
acquired ‘Giabit”; see G. 

30. plaudve^ attractive. 

3 ' 2 , naitiris livery^ or jorimie's 
withj or one Vviought by miscUanc* 
of some evil star (i. 2. 141). 

34. mciy tindergv^ is capable of. 

35. the geueml ce^isttre ; not 
estimate formed of a man’; 

‘‘particular,” 

35, 36. lake corruption From 
through * Hamlet does not say t ha 
usually corrupt and pervert all the good element : he means thro 

— ^8) that the “defect” will cause a man to lose the credil 
due to him for his good qualities. Note how many words imply 
or ‘discredit/ ‘good reputation’ or ‘scandal.* ^ 

36„38. the dram of eale etc. Hamlet, summing up, says ; U 
virtues, however eminent, will not avail, as regards reputation, 
some ‘‘one defect” in him, whether it be a natural or an a 
blemish; the world will Judge him, not by his many virtues bn 
“one defect” : thus the small admixture of evil degrades the wlic 
of good to the level of its own disgrace.* There is some cormi 
text. Probably eak stands for dil^ cvih just as dmie stands foi 
dezdl in the Quarto’s reading at il. 2, 577, while some verb t 
doth is the auxiliary has been perverted into of a donht. See p. 

40. a spirit of health ; commonly interpreted ‘ a healec. c 

spirit.* Perhaps ‘ a beneficent spirit. * 


a blemish they ’were born 
ford, i.e. by the influence 
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followed immediately hy an accented syllables e.g. a monosyllable like 
sfee/^ So in Camus^ 421, ‘SSIie that has that is clad 

54. we; either 7 oe is an iiTeguIarity for //li' or it is the subject of 
some verb intended to be supplied from the context, e-g. are made. 
Either way, it is an instance of what we get so often in Shakespeare, 
viz, irregularity of syntax reflecting the speakers agitation. 

fools of nature ; perhaps * victims of our weak mortal natures’; or 
‘ the sport of Nature, who deals with us as she pleases.’ 

55, disfositiofty mood. 

6$. fee, ydine. 

Compare the scene in liYn^' Lear (iv. 6), where the blind 
Gloucester wishes to throw himself from what he supposes to be Dover 
Cliff, especially 11 — 24, Probably the lack of scenery (i.e. of appeal to 
tlie eye) on the Elizabethan stage had something to do with the intro- 
duction of long passages of description, such as tliat in Lear. 

71, projects over : see G. 

73. deprive pour scmreigntp of reason, take away your command 
over your reason. 

75. desperate 

83. kardy^Y. hardi, ' bold, stout.’ the Lfeniean lion ; the killing 
of which was the first of the labours of Hercules, net've, sinew, muscle 
(=Lat. nervtts'). 

85. hinders ; see G. 


Scene 5 , 

6. botind, x<^'eAy as m Mug Lear, ni. 7. u. In the next line the 
word is understood in the sense ‘under an obligation to.’ The two 
meanings belong respectively to quite separate words. 

10. walk; the regular word for the nocturnal roaming of spirits. 

1 1 . to fast. Editors show that starvation was thought to be one of 
the tortures in hell. Dante has the idea. 

17. used by Shakespeare of the orbits of the stars. 

19. / a variant form of 

20. po 7 pentine; so the original editions, and it was a recognised 
form Qi porcupine in Elizabethan E. See G. 


21. eternal blazon; literally ^blazon of eternity ’—that is, ‘revelation 
of eternity, disclosure of the mysteries of eternity.’ The form of phrase 
is thoroughly Shakespearian s cf. iji. i. 67. O.F. hlason. ‘a shield ’ 
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■ 27-. at best. . 

32. . wouldsthave.tobe. ; 

33. Lethe tuharf; the banks of tba infernal river Letlie [Gr. 

‘a forgetting*] which produced csblivion in tliose who drank of It, and 
hence (as SkakespeaB'e feigns) *diiines.s* in the Mat weeds ’ it fed’* — 
Herforcl Some think that the reference is to the asphodel fabled to 
cover the ineadow.s of the nether regions of clas-sical mythology. 

35. orchard, garden ; cf. ill. 2. 347 (“ i’ the garden"), and see G. 

37. a /brged process, a febricated account, process; story, narrative. 
Cf. the French ]pkx2.SQ J>roiYs<-’erhat=PAi official report of some act 
or proceedings. 

38. deceived ; see.G. ' : 

40. 0 mji.fdrrajfhetk Sind i ■ Cffi i. 3. S55'~*257- ■ ' ■ ■ ; 

50. Ml to a 

61. careless, free from siispicicfii. ; see G. 

62. liehenon ; variously taken to mean (i) yew, (2) ebony, (3} hen’' 
bane; probably yew. ‘’.riie yew* tree was regarded as poisonous; 
and there is reo.son to think that the Eli:eabethans, whose learning in 
the matter of trees was not great, sometimes applied the name 
(=:Lat. hehenus^ Mhe ebony-tree*) to the yew-tree (the bark of which 
is dark like ebony). 

63. Poisoning through the ears is mentioned in Marlowe’s Md- 
ivard ll. V. 4, as an Italian method. Perhaps Shakespeare chose this 
method because, in iii. a, Hamlet represents the story of Gonzago 
as of Italian origin, .hi the old Hamlet -legend liam lei’s father is slain 
at a banquet. See Shakespeards EiigUmd, l, 509. 

64. leperoiis, that causes leprosy; cf. ‘M.azar-like” (73). To the 
Elizabethans a description of leprosy would mean much more than it 
does to us, the disease being then comparatively common in England. 

65. 69. posset, curdle, make to form into clots. A posset 

drink composed of hot milk curdled by some infusion, as wine or other 
liquor, formerly much in favour both as a luxury and as medicine.’* 
eager, bitter, acid; cf. 1. 4, 3. 

70. thznj opposed to the idea of ^ curdled* (69). wholesome, sound, 
healthy; as in iii. 2. 246, iir, 4. 65. 

71, 72. tetter, a scurf, lazardihe; see Umar in G. 

75. dispaicJdd, deprived; an extension of the common use of 
dispaick^^ to get rid of, make away with, kill.’ 

76. Cf, in. 3, So— Sd; also ivhat Hamlet says as to ‘‘readiness,” 

■■ V.- 2. 208^212, 
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77. Un}iotiserd,,,mtafided^ without having I'eceived the Eucharist 
and extreme unction ; the latter being one of the rites which were dis- 
continued in the Church of England after the Reformation. See anele 
and houselxw G. Howselyng people” was a term for ' communicants.’ 

disappointed; literally unappointed, not equipped,’ and so ‘un- 
prepared,’ i.e. by repentance and confession. Cf. Johnson’s note : “ a 
man well furnished with things necessary for any enterprise is said 
to be well appointed^ It is tlie solemn thought of “preparation” 
which runs through Henry’s speech to the soldiers on the night before 
Agincourt K IV. i). 

The form of the line recalls Milton’s favourite arrangement of words, 
expressing emphasis; m Paradise Lost} li. 185, “Unshaken, un- 
seduced, unterrined.” 83. lust ; see G. 

89, 90. gloiv-worm; popularly regarded as a worm, but really “the 
wingless female of a species of beetle.” (Shakespeards England^ i. 494*) 
matin; there seems to be no other instance of this noun -use— F. matin, 
nneffectual} i.e. that looks dim and feeble as the morning dawns. 

93. i.e. hold together— not “break” ( I. 2. 158) in pieces. 

94, 95. Presumably, Hamlet has been kneeling, and here rises. 

97. this*, globe, i.e. his head, which he clasps. 

98 — 100. table, tablet; cf, 107. fond, foolish; see G. saws^ 
sayings, maxims; cf. “Full of wise saws and modern instances,” As 
Yon Like It, XL 7, 156. pressures, impressions. 

107, tables; a common name for a memorandum-book made of 
tablets of slate or ivory. Hamlet speaks like a student. 

The 'levity of Plamlet’s bearing, from this point to the end of the 
scene, represents the necessary escape from the first impression of other- 
wise insupportable horror. 

no. there fO'u are, i.e. “set down” in Hamlet’s note-book, because 
the note entered there (107— 109) applies to him. -watchword, 

I id. iliUo, ho, ho.,*co?ne; said to have been the falconer’s cry in 
calling his hawk down from its flight. 

123. Therds nder amllain ttc>i 

127. without mo 7 ‘e £i 7 'cimista 7 tce, io 

136. by Saint Patrick, “In connection with ‘the offence’ there 
is special propriety in the oath. It was given out that a serpent 
stung Hamlet’s father ; the serpent now -UTars his crown. St Patrick 
was the proper saint to take cognisance of such an offence, having 
banished serpents from Ireland. In Richard II, n. i. 157, Shakespeare 
alludes to the freedom of Ireland from venomous creatures Bowden, 
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Scene 1. 

7. Inquire me; the so-called ethic dative = ‘for me,^ ‘I beg you’; 
as in “Villain, I say, knock me at this gate,” The Taming of the 
Shre^Oi L 2. ii* See v. 2. 255. 

Polonius’s spying on Laertes illustrates his love of tortuouS} nutlet- 
hand methods, and prepares us for his dealings with Hamlet. 


Some think that St Patrick is referred to simply as a “Keeper 
of Purgatory” {the “prison-house” of the Ghost in his present state, 
11—22). “St Patrick’s Purgatory” was a fa-raous shrine in Donegal. 

147, 148. The handle of a sword with the blade forms the 
shape of a cross and sometimes had “Jesus” inscribed on it: hence 
the origin of this once common method, not peculiar to the northern 
nations, of administering an oath. Some explain it as a Christian 
adaptation of the pagan custom of swearing “by the edge of a sword.” 

150. true fenny; a, colloquial term— ‘honest fellow,’ Editors 
note that Truepenny is the name of a character in more than one 
Elizabethan play, e.g. in the old comedy Ralph RotsUr Doister* 

151. you hea>\ But do they? The Queen does not in in. 4, 
though the audience must. The introduction of the supernatural 
cannot but involve these superficial inconsistencies. 

156, Hie et ubique? The words are spoken to the Ghost, not as 
ifto himself; see I. I. 42, note. 

163. pione 7 \ digger, miner; so in Hemy F. ill. 2. 93. Eliza- 
bethans often have er as a suffix, equivalent to the modern cf. 
“enginer,” III. 4. 206. “shift our ground.” 

165. give it welcoiue; ‘do not refuse to eniertain it’ would be some 
equivalent for the quibble on strange and stranger, 

167. f;/ your philosophy, Hamlet knows Horatio’s cool, sceptical 

nature ; ox your may mean ‘ philosophy in general’ (said contemptuously) ; 
cf. your in III. 2. 3. 

172. Why does liainlet feign madness? 

174. efieu/nbej^^dy folded, 

177. i.e. persons who explain matters. 

189, 190. We must remember all through Hamlet that the duty of 
“blood-revenge” was “one of the strongest links of the family in archaic 
Teutonic society.” The Northern sagas are full of this motive. 
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Danskers, Danes, Denmark* is not uncommon in Elka- 

bethan writers. Tlie University of Paris was a common resort of 
Danes,' 

8. keep^ lodge, reside; at the Universities a student is always said 
* to keep’ in a part of the college, i.e. have his rooms there. 

10. cncompass^iient ; ^ \2^dvig round’ a subject; from tlie verb 
encompass in the sense ‘ to go all round, make a circuit about,’ 

drift of question^ indirect method of enquiry; a roundabout way of 
finding out what you want to know. 

Each phrase expresses what we colloquially term "^beating about 
the bush,’ in a crafty manner. 

ir. ?nore nearer* Double comparatives and superlatives, to give 
emphasis, are frequent in Shakespeare. 

19, 20. put on etc., charge him with any imaginary faults you 
please. ' 

^ 5 - foftcm^ ; in which Laertes, as w'e shall see and as Polonius 
probably knew, was thought to excel. 

26, qtiaint/yy ai'tMly ; G* 

29. unreciaimedi imtsime I like a wild animal or bird. 

30. 0 / general assault, such as most young men are liable to, 

33. a fetch of warrant, a device that may be warranted to succeed ; 
cf. old phrases like « fetches of policy political stratagems, ‘fetches of 
law,’ etCv;^ 

35. The short line, like 55^ suggests some gesture of emphasis; 
e.g. button-holing after the manner of the bore, 

38. prenominaie, 

40. in tPis conseqtience, Xo i)sx\s> effect, on this wise, Polonius, like 
Osric later, serves to caricature the affectations of court-diction. 

42. addition, Xit\e, 2.B in i, 0.0 ; G. 

53. overtook in ’i* overcome in liis cups, the worse for 

liquor. cf. I. 2. 127. 

5 7. typical of something foolish irnd easy to catch. 

58. ability, power of contrivance. 

59. windlasses, circuitous courses, literally ‘ windings, turnings ’ ; a 

figurative use of ‘a machine with a turning axis.’ 

assays of bias, A metaphor from boAvls. The fer if, biais, 
‘sloping’) is the leaden weight inserted in the side of the bowl which 
makes it rim in a curz/ed line, so that the player cannot aim direct at 
the ball he has to hit (called “the Jack”), but has to allow for the 
effect of the has. Hence assays of bias'=i ‘indirect efforts’; “attempts 
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in -whiclij instead of going straiglit to the object, we seek to reach it b\ 
a curved or winding course.^' (F-) 

^ Bowls was a favourite Elizabethan game and its terms are often 
introduced hgiiratively as here. Cf. //. in. 4. 3 — 5. 

60. indirecHoiis^ indirect means, direciicns^ the things we are 
aiming at. The sort of v/ord-play in the line is of a piece witli 
Polouius's facetiousness elsewhere (e.g. in ii. %, 90 — 99). 

65. in yourself, personally, with personal observation, implying 
'and keep your own counsel.’ 

7 1 . closet, .small private room. 

72. the ordinary Elizabethan name for a JackeL Literally 
a ' double,’ i.e. inner garment, as compared with the o'rercoat or outer 
garment. Shakespeare makes his characters (e.g. Julius Ceesar) w-ear 
"doublets,” whatever their period or country, -unhrttced, unfastened. 

74. damn-gy-ved, "fallen down to the ancle, after the fashion of 
g}wes, or fetters.” (F.) 

77, 78. A touch of verbal ‘ irony,’ coming after the scenes with the 
Ghost, Of. indeed the Ghost’s own w’ords, I. 5. 15— -20. 

85. As, as if. 

96,97. madness. character, nature; cf.^' proper 

to ” — natural to. destroys ; see G. 

106, quoted, noted, observed. O.F. coier, Lat. quoiare^ *to note 
the price of’ ; from Lat. (imtus, 'how much?’ 

107. jealousy, suspicion. 

109. 7 h to oveiTeach ourselves. 

1 1 2, 1 13. i.e. it will annoy Claudius to hear of Hamlet’s love of 
Ophelia, but still more trouble would be caused if it were kept from 
him. No doubt Polonims means that trouble might ensue to himself; 
cf, II. -2. 129 — 139, where he is at such pains to disclaim connivance. 
The rhyme (together with the antithesis) accounts here, as often, for 
a certain obscurity of expression. 

hate to utter love, i.e. vexation of Claudius at my (Polonius’s) telling 
him of Hamlet’s love. 


Scene 2. 

"Rosencrantz and Guildenstern 3 *ecall the Salanio and Salarino of 
The Merchant of Venice ^ It is a law of their existence for such 
personages to hunt in couples. Each seeks to compensate for an entire 
lack of individuality by an alliance with the other. Together they bow 
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themselves in and out, they bandy tittle-tattle and compliments, tliey 
smirk and wheedle, and fetch and carry in general. They are the 
indispensable quidnuncs and hangers-on of the polite world”— 

2. Moreover; treated as a conjunction. The King is always at 
great pains to make himself pleasant to his subjects. 

6. Sithi since, because. In line 12 siih is adverbial=* since then.’ 

7. should^ can ; emphatic. 

12. Hamlet’s bearing to them, to Horatio and the Players, gives 
us glimpses of his former self and tastes — what he was before his father’s 
death. 

15. To draiohim on io Jfleasures; such as the Play-scene. Claudius 
lays the trap (ii. 2. 5S3) for himself. He probably knows Hamlet’s 
partiality for the drama. 

22. courtesy. 

38, J)ractices, Guildeiistern means ^doings, proceedings,’ but it 
was an unfortunate word to use; cf, iv, 7. 67. 

42. ever, always. 

47- Hunts not the trail etc., is not as sure in pursuit of its schemes. 

52. the frtiiti iAiq dessert or banquet” (as the Elizabethans said). 

56. the main, the central point, the chief cause. 

58. Am, Polonius. 

61—68. Cf. I. 2. 17—38. 

6 x* Upon otir first, 2X our first representation ; no sooner had they 
put the matter before him than, etc. 

63. the Polack ; seel. 1. 63, note. 

67, home m hand, a common Elizabethan phrase, 

67, 68, arrests < 9 ?^, i.e. a summons to desist and return. 

7 1 . give the assay, make trial of. 

79. On suck regards, on such terms as may safely be granted. 

80. lihes, pleases; the old use. 

86—105. Another and fuller (as in the presence of royalty itself) 
sample of his courtly circumlocutions and love of foolish figures.” The 
humour is that the King and Queen are “longing to hear” what the 
prosy old man has to tell (50 — 58). 

86. to argue about, discourse upon, 

87. should be, is (emphatic), i.e. how we ought to define it, 

90. wit; the word had formerly a much wider scope than it retains, 
and comprised e.g. ‘understanding’ (as here?), ‘wisdom,’ ‘knowledge.’ 
It is a favourite and comprehensive word in Pope and the “ Augustan” 
writers of the 1 8th century. 
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96 — 99. Spoken with extreme self-compiacency. The part of 
Polonius is essentially one of the popular things in representations of 
Hamht. 

103. For this effect etc. ; for this result {Hamlet’s madness) has' 
some cause, i.e. is not due to mere accident. Polonius harps on his 
‘‘cause” (49, loij 102). 

103. Perpend, reflect, consider 5 an affected word. 

loS. this, i.e. a poem Ophelia liad received from Hamlet before 
Polonius bade her “repel his letters” {ii. I. 103). 

I j I . “ heaniified^' ; perhaps Polonius objects to it as only an affected, 

loverlike variation on hcautifuL Editors show that it occurs in the 
dedication to some great lady of more than one Eliaabethan poem. 
Likely enough Shakespeare was satirising the usage. 

1 18. Dotibt friith tic.* \ in this line suspect.’ 

120. 7 mmbers, verse, poetiy (Lat. mimeri)* Cf. Pope’s line, “ I 
lisp’d in numbers, for the numbers came.” 

121. mXw/y suggested by “numbers.” 

1 24. machine, body ; said a little contemptuously, almost in the 
spirit of I. 2. 129, 130, 

130. Polonius may fairly claim to be “faithful,” according to his 
lights; but “honourable” is another story: we see him play the spy 
on his son no less than on his prince. 

1 31. might ; cf. i. i. 56. Always emphatic. 

136. playid ike desk or table-book, served as a medium of communi- 
cation between the lovers, e.g. by receiving and handing on the letters of 
each to the other and thus making himself as useful a.s some receptacle, 
such as a desk or a memorandum -book, in which they might other wise 
have agreed to deposit and look for their correspondence. 

137. i.e, given my heart a wdnk as a hint to keep silent. 

138. idle, indifferent, careless. 

139. pl3.in«spoken manner ; cf, iii. i. 183. 

140. my yoimg mistress; indicating a touch of sternness in his 
warning to Ophelia. The same idea is conveyed by “ bespeak,” where 
the prefix often carries with it the sense of reproval. 

141. out of thy star, above your sphere. fortune,’ w'hich 

was supposed to be determined by the influence of the stars; cf. 1. 4. 3a. 
Cf. Twelfth Night, ii. 5. 1 55—1 57, where the Lady Olivia, in the forged 
letter wooing her stervard Malvolio, is made to say: “In my stars I 
am above thee, but be not afraid of greatnessd’ Shakespeare’s fullest 
treatment of astrology is the passage on the “late eclipses” in Aiug 
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Leary i, <2* iia— 149, a play in which ^Hhe dotages of astrology are 
severely ridiculed.” Shakespeai^e’s own teaching on this subject maybe 
summed up in the sayings ^ man is his own star character is destiny.' 

143. orders. 

149. ; cf./lightdieaded.’ fall, deterioi'ation. 

the centre^ i.e. of the earth; a conmion use. Sometimes 
the Elizabethans use av2/;'^=‘ the earth’ itself, as being the supposed 
centre of the universe, in the Ptolemaic astronomy, then accepted, 

i6o« four; used indefinitely, like see v, i. 263. For 

hours ’Ms one of those obvious and quite needless changes. 

163, 164. arras ; mo, Qi* encotmter^ 

170. accost; IVn* the metaphor cf. IV. 6. 17. 

at once ; cf. 569. 

174. yozi are a fishmonger^ 'T\\q, remark covers some colloquial 
and coarse allusion which reflects on Ophelia. Coleridge interprets, 
* you are sent to fish out this secret,’ but tliis meaniug w'ould only be 
possible with not 

181, 182. For if the sun etc. Honesty may well be scarce in a 
world which is so corrupt that the very sun produces tilings foul and 
offensive. 

a good hissing carrion^ i.e. M carrion good for kissing’ (verbal 
noun), i.e. good for the sun to breed maggots from by his kisses. The 
emendation for good is hardly a necessary change, though it does 
bring out finely Hamlet V idea that the corruption of this world is so 
great as to pervert even divine influences. (F.) 

194. the satirical rogue; meaning possibly L3dy (if anyone at all). 
Some say Juvenal (the description of old age, Sat, X.). 

196. atnber^TQdiVi, 

199, 200. ^^7726’^^, not decent. 

‘All this’ (says Hamlet) Ms very true, but really it should not be 
printed, for decency’s sake: why, look how it applies X^yottl ’ 

It is a clever bit of stage “business” that Polonius is made 
unconsciously to point the application by stepping backward. 

206. pregnanty MS. of matter, significance ; the metaphor in 208. 

224. indifferent y those who rub along fairly well- — ‘Mn 

the middle” of Fortune’s favours (229). 

239. conflneSy prisons, place.s of confinement. 

242 — 244. An idea expressed strikingly in the Essays (1580} of the 
French writer Montaigne, which had a great influence on Elizabethan 
thought and probably contributed something to Shakespeare’s picture 




of Hamlet’s character on its speculative side. S.’s familiarity with the 
£ssa^fs issemin T/ie Tem^ies^, 11. 1, 

250, 251. the, very sitbstance of the ambitions' what the; 
ambitious man succeeds in doing or acquiring is but a shadow of 
what he would like to. 

255, 256. Then are otir beggars bodies etc. Our monarchs and 
puffed-up celebrities are “ shadows” because they embody, as it were, 
the ambitions of life, and ambition itself is but a sort of shadow^. 
Beggars must be “bodies” (the opposite of “shadows”) because they 
are the opposite, in the social scale, of monarchs and heroes. But 
“bodies” cast “shadows,” and so your monarch (= shadowy ambition) 
may be called the shadow of your beggar ( ~ the body or 
His companions have started this tiresome quibhliiig. 
reduces it to an absurdity, and impatiently passes on with the remark 
that if they want any more “reasoning” of that kind, they must 
adjourn “to the court,” where such stuff passed for cleverness/ 

e6i, 262. in the beaten way of friendships \.o speak frankly as one 
friend to another. Something in the manner of one of them has 
excited the sudden suspicion in him, 

^72. colours give a specious appearance to ; cf. III. i. 45* Shake 
speare often uses the noun in the sense ^specious pretence, appearanci 
of right ’ \ compare the similar uses of Lat. color and colorare. 

-276. consonancys accord, harmony ; cf. Claudius’s words, 1 1, x ... 

278, 279. i.e. by any stronger motive (or tie) that a more skilful 
speaker could appeal to you by, 

279. be even and directs be honest and straightforward. 

2S4. weavers sent for. After this admission Hamlet’s manner 

them changes ; “gentlemen” (354) is ironical aiul bitter. 

286. prevents anticipate, forestall; cf. Psalm csix. J4S, 
eyes prevent the watches.” Lat p^cevenires ‘to come before.’ 

290 298. For this wmoderful specimen of Shakespeare’s prose see 

some remarks at the end of the volume. 

290. frames structure; cf. Macheths m. 2. 16, “the 
things ” = the whole fabric of the universe, the heavens and the earth 
It is a favourite word with Milton, as in Paradise Losis VHL 15, 16 : 

“ When I behold this goodly fy^amSs this World, 

Of Heaven and Earth consisting.” 

Compare the Liicretian (v. 96) phrase, moles et machina mnndi. 

290, 291. a sterile promontory; compare Macbeth’s descrii 
our present life as “this bank and shoal o 
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isthmus washed by the tides of the two Eternities, the Past and 
the Future. 

eps. hrami fine, glorious, fretted^ decorated ; see G. 

296. exp 7 *esSi weil'framed or modelled ; Lat. exprmtis^ the p. p. of 
‘to iiiodel, portray.’ 

306. lenten i meagre as hire in Lent (‘ the spring time/ Germ, lenz), 

307. coted^ overtook and passed 5 see G. 

309 — 315. the king.., the knight etc.; all familiar dramatic types of 
character, several of them represented in Hamki, One can imagine 
the ironical note in he that plays the etc. 

31 1, target, a small shield commonly studded with nails, a targe. 

•^12, the humorous man. “ Not the funny man, or jester, 
was termed ‘ the clown, ’-—but the actor who personated the fanta.stic 
characters, known in Shake.speare’s time as ‘humourists/ and who, for 
the most part, were represented as capricious and quarrelsome — and 
therefore not likely to “ end in peace.” (F.) Compare Jaques in 
Yoti Like It. 

313, tickle o\ the sere, easily moved, i.e. to laughter. The metaphor 
is from a musket that goes off with very slight pressure on the trigger 
or even with a sudden jar. The or seari's, “ the pivoted piece in 
a gun-lock which enters the notches of the tumbler and holds the hammer 
at full or half-cock” ; QiY. serve, Lat, sera, ‘ a bai*,’ We sometimes get 
the phrase ^Hight the sere/’ with the same sense ‘unstable, easily 
moved.’ For the lungs regarded as the seat of laughter You Like 

It, II. 7. 30, “ My lungs began to crow like chanticleer.” 

3^4? 3^5* lady ; see 407—411, note, freely, Le. not very ac- 
ciu'ately. No doubt, boy -actors often did not know their parts perfectly. 

315' — 347- What players arc they I This piece of Hamlet is, I 
should say, the most elaborate and intei*esting allusion in Shakespeare 
to circumstances of his own time. See pp. 229, 230. 

318. travel; cf. the phrases ‘to be on tour in the provinces’; 
stroUmg residence, being permanently settled in the capital. 

520. inhibition ; not an official prohibition of their acting, but a 
loss of public favour and support, in consequence of the popularity of 
the boy- actors, which had been as fatal to them as any “inhibition.” 
A strong word is designedly used, to explain the extreme measure which 
the men-aclors— “ the tragedians of the city” — have taken in leaving the 
capital. '■ ■ ■ ' ■ 

327. eyrie... eyases ; see G. All nestlings “cry out” for their food, 
A very contemptuous simile. 
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32S. crjf out on ike iop ofquesthu; ■* * declaim with their sbrilltreble 
louder than the topic in hand requires ^^—Ilerford, The main allusion 
is to the shrill voices of the boy»actoi\s, ^?/t?.?2f^>?=: ‘'subject j matter 
under discussion.’ The boy-actors (sQeSIiakes^eards England, II. 244 — 
247) are obliged to force their voices so as to make themselves heard in 
a large building, and are apt: to over-act and over- emphasise. 

328, 329. ohemently ; the}* receive outrageous, extra- 

vagant applause. Probably a reference to the fact that in the pre- 
Shakespeariau plays the “‘tyrant’s” was a nois}^ melodramatic part — 
as we see from the description in A 3 Edsummer-E^lgkds Dreajn^ s. 2, 
31 -—42. (F.) See the, notes on III. 2. 

330. keraiik, abuse, deciT, There was a considerable amount of 
contemporary satire and even personal ridicule and caricature on the 
Elizabethan stage : hence liamlet’s %varning (503, 506). 

331, 332. vtany wearing rajjurs, i.e. gallants, rvho find that the 
sword is less mighty than the pen. 

Young men of mode oxe afraid to visit the “common” (i.e. public) 
play-houses because they have become unhishionable through the ridicule 
poured on them 211 the pieces written for the boy-actors (a private 
company) — Dotmkn^ 

334. 5 s<2e G. a regular Eliza- 

bethan word for ‘ profession,’ especially the actor’s profession. Chettle 
describes (1592) Shakespeare as “excellent in the quality he professes,” 
i.e. a good actor. 

335, 339. exclaim against iheir own sticcession, cry out against 
what they themselves are destined to be, i.e. “common players.” 

341. iarre, incite, set on (like dogs) \ in King John, IV. i. 117* 

342, there was. ..m money hid for argument; commonly interpret ed: 
“no money was offered by theatrical managers (e.g. lienslowe) for any 
plot of a play — any dramatic subject ( = Lat. a 7 gumeuin 7 u)^\mle&s this 
controversy between the poets (representing the “ children ”) and the 
“ common players ” were introduced into it.’ 

346. carry it a7my, \vm the day. it; the indefinite object easily 
supplied from the context. 

347, Hercules and his load too« An allusion to the Globe Theatre 
(see p. 230) on the Bankside, the sign of which was a figure of Hercules 
bearing the world like Atlas, Rosencrantz’s reply that the ‘ ‘ children ” 
have not only “carried ” the day but carried ofi* the sign of the theatre 
is a humorous way of saying that they have won all along the line. 

349, make nnows at ; cX. The Tempest, ii. 2. 9.' The noun mow, 

' II— 2 
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* a grimace,’ is from F. nioue (a word of Dutch origin), ‘a pouting, a wry 
face ’ ; so that * to mow at ’ is like faire la rnoue h. 

tn littky i. e. in miniature. Probably these courtiers are wearing 
the pictures : hence Hamlet’s remark. 

^Sblood; one of the oaths in which V represents Gods (i.e. Christ’s) — 
cf. ^swounds (553), ^sdeatk — w^iiile blood refers to the Eucharist. 

A statute was passed in the reign of James I . (1605) forbidding 
profanity on the stage. The editors of the ist Folio (1623) observed 
this statute either by omitting an objectionable phrase, or by making 
some slight change, e.g. substituting Heavm or Jove for God. 

356. hi me comply with you in this garb^ let me show you ceremony 
(or formal politeness) in this manner (i. e. by shaking hands). His tone 
is ironical, and purposely affected ; he regards them now as mere hirelings 
of the King. 

357. extent; literally, *tlie action of extending’; hence, ‘the 
showing or exercising of some quality,’ e.g. justice, politeness and 
kindness (as here). 

359. U 7 icleJaiher.,.aunt^mother ; perhaps the best of comments on 
I. 2. 65.' ' 

362. 7 nad nortk-nortfKvesi ; “just touched with madness” — 
Herford; even as the wind thus described has not very much west in 
it. But Hamlet’s next words point also to the meaning, ‘ I am only mad 
when the wind blows from that quarter.’ There was an old medical 
notion as to the respective influences of the winds on insane people. 

363. I know a hawk from a handsaw ; apparently, the saying was 
or became proverbial, handsaw; ‘ a heron’ ; see G| the form hanser is 
still used in East Anglia. 

The whole remark is explained thus : a bird when roused — 
especially a bird heavy on the wing, like the heron — usually flies 
with the wind; the wind being in the southern quarter, the heron 
would fly north waids, i.e. away from the sun ; the eyes of the falconer, 
as they follo^ved the flight of the heron and the pursuing hawk, %vould 
not be dazzled by the sun, and so would be able, though not easily, to 
distinguish the one from the other. It is said that a heron wdll seek to 
elude pursuit by mounting direct towards the sun. Heron-hawking 
was one of the favourite varieties of Elizabethan falconry. (F.) 

Hamlet means to let Rosencrantz and Guildenstern know that he 
sees through them ; ‘ I am not so mad as not to know knaves like you.’ 

368. Happily; cf. I. i. 134. 

375. Roscius; the most celebrated comic actor at Rome ; died 
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62 BX. From his signal eminence in Ills profession lire name Koscius 

came to bfe a synonym for a great actor. 

377, MziZi bim / a colloquial interjection to cut a person short 
A^hen he begins telling stale news, (b •) 

379. Then came each actor etc, ; adapted from some ballad. 

230—385. Probably a humorous glance b}^ Shakespeare himself at 
the varied character of the English drama, and at the combination in 
one play of elements which in the classical drama were kept distinct. 
Thus classical drama furnishes no parallels to “tragicomedies’^ like 
The Merchant of Venice. 

383. Most inteq^ret individahle—^ ’a play in wliich the unity 

of place is preserved/ and fosni one in which the unities 

of place are not preserved.’ See p. 231. 

3B3, 384. Seneca; the Latin dramatist of the Silver Age. 

Plautus. The Comedy of Errors is based on the Mencechmi of 

Plautus, translated into English in 1595. 

384, 385. the law if writ and the liberty ^ i.e. plays of the strict 
classical type, which observe the principles enumerated above, and 
plays of the free romantic type, writ^wriiing, 

2S6— 401. The quotations are from an old h^\\2.6.--fepha. Judge of 
Israei—giyew in Percy’s Reliqttes of Ancient English Poetry . 

402. the first row of the pious chanson. This is the reading of the 
2nd Quarto, and it is exactly equivalent in sense to “ the first verse of 
me [sic] godly Balled (i.e. ballad), which is the reading of the ist Quarto. 

403* ctbridgmeni^ those who cut short my remarks (and thus 
prevent him “showing more” to Polonius). 

406. 

1, The^ liiinaour lies in the fact that the “young lady” is a 
boy. Women were not allowed to act in public in Shakespeare’s time; 
see p. 232. The boy-actor has grown since he ^vas last at Elsinore, but 
Hamlet humorously accounts for the change by supposing that ^‘her 
ladyship” has adopted the fashionable high-soled shoe. The reference 
to the chopine (see G.) is obviously a touch of Elizabethan satire. 

410, 411. cracJzed within the ring. “There was a ring on the 
coin, within which the sovereign’s head was placed; if the crack extended 
from the edge beyond this ring, the coin was rendered uiitit for currency. 
Such pieces were hoarded by the usurers of the time and lent out as 
lawful money .” ( P'.) 

There is, of course, a quibble on ring of the voice. 

412, like French falconers. The modern French sportsman is 
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popularly supposed not to disdain the Immblest coiitributio^^ 
thing’’) to his “hag.” For the same reason “it was the fashion oi 

our ancestors to sneer at the French as falconers”— 

418, 419. caviare to the unappreciated by the multitude.- 

caviare in ^ . 

420. cried in the tap of ?}iine, echoed mine to the full. 

421. digested, arranged, ordered. ^ , 

422. modesty, moderation, freedom from exaggeration of any kind. 

423. salUts, relishes, piquant ingredients ; implying ‘ ribaldry. 

425. affection, affectation of style, such as the euphuism ridiculed in 
Lovds Labmcds Lost y one of the chief features^^of it was excessive 

alliteration— what they called hunting the letter. 

in its once common sense * not wanton.’ 

426. more handsome than fine ; the distinction between real beauty 

(or grace) and mere sbowiness. 

427. Miead tale to Dido, i.e. the story of the Fall of Troy, told 

in Vergirsd*^?/<?/Vf H., and introduced in a play wbicb Shakespeare 
undoubtedly bad in bis mind’s eye, mz. Dido, Queen of Carikagc, the 
work of Marlowe and Nash, published 1594. There (ii. i), as here, 
the slaughter of Priam by Pyrrhus is told in a speech which is so like 
the speech in {433---49S) that the one must certainly have 

recalled the other to an Elizabethan audience. Shakespeare’s Trotlus 
a7id Cressida, iw which Jlneas is a chief character on the Trojan 
side, is concerned entirely with episodes in the siege of Troy. 

42^^4p8. As regards the very remarkable style of the speech, 
some hold that Plamlet’s commendation is ironical and that Shakespeare 
is burlesquing the style of Dido and of the stilted type ^of tragedies, 
such as Marlowe’s Tainhurlaine nnik Spanish Tragedy, But 

lines 464— 468 hardly sound like burlesque. a 

Others deny this intention of parody and explain the bombast ^ fas a 
deliberate attempt to distinguish the language^ of the play within the 
play from the dignified poetry of the play itself.” 

431. the Hyrcaniatt beast, the tiger. Hyrcania, a province of 
the ancient Persian Empire, on the S. and S.E. shores of the Caspian 
or Hyrcanian ---Classical DicL j h^ as a breeding-place of 

tigers, hence proverbial, like Scythia, of all that is barbarous and 

savage. Cf. Dido, Y. i. 158, 159:. 

** But thou art sprung from Scythian Caucasus, 

And tigers of Hyrcania gave thee suck.” 

433. sable; the heraldic word for ' black.’ 
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NOTES. 


455. , J/i£ mnrmiJf 7 wrse; the famous Ti’0}s,nhpYSti n, . 

436. cam^piecmpn, thid whole appearance, of his sable armom'. 

438, toUil giileSi red v%dtli blood from head to foot, gules ; the 
heraldic word for ‘red’ (literally ‘ red. as tlie throat,’ Lat. gula), 
trickhl^ decked; this also is a term in heraldry=‘ blazoned.’ 

441. tyramious ) with the same idea of ‘ outrageous^ as in 338 

443. o^er-sized^ covered as with size (a sort of glue), coagulate i Lat 
coagukihis^ ^ curdled d 

444. Cf. Julius Ccesar, i. 3. iS6j ferret and fiery eyes/’ i,&. red 
like a ferret’s, and angry. This peculiarity (seen in beasts and birds of 
prey, e.g. the owl) shows strong passion. Scott speaks of an imprisoned 
eagle’s eyes *®fiashiiigmfiightmng’’ (Ak/n7'tiw'/<^5 xxii.). 

450. Shakespeare always accents See V. c. 339. 

454? 455* ^ clear remimscence of DidOf li, where Priam is 

described as assailing Pyi-rhus ; 

Which he disdaining, whisked his sword about, 

And with the wind thereof the king fell down.” 
weak. old man, 

455, 456. senseless; without sense, i.e. feeling,, yet apparently able 
to feel A blow, llmmi Priam’s palace. 

458. Tcikes frisomr Pyrrhns^ ear^ i.e. stupedes him for the moment 

with its din, ‘ 

459, W'eliad dedzne—^ figuratively, in i. 5. 50. 

461, as a painted tyrants Editors refer to Macheihy v. 8. 35 — 37; 

“We’ll have thee, as our rarer monsters are, 

Painted upon a pole, and under writ, 

‘liere may you see the tyrant.’” 

462. neuUvJ tOj a man indifferent to, not siding with either. 

465. ■ ike raeh^ the mass of clouds ; see G. 

468. region^ a regular Elizabethan word for * the space of air, the 
sky ’ ; cf, 556. So in Paradise Lost^ vii. 425, “ Part loosely -wing the 
region” (said of birds), 

471. to be of everlasting durability. 

473 — ^47 5 * Referring to the common representation of Fortune as a 
blindfold goddess turning a \vheel (an emblem of mutability). The 
Idindness is a symbol of her ^vayward, seemingly blind dispensation of 

faVOlU'S.’ • ; 

475. K felly or felloe i.s part of the rim of a wheel. 

480. es jig; much the same as what is now called a f*musical 
sketch.” Collier defines it as ‘ ^ a ludicrous composition in rhyme, sung 
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or said by tbe ClowHy and accompanied by dancing and playing upon the | 

pipe and tabor.” See an account in Shakespeare's England -^ 11 . 261, 262. | 

482. mo^kdf mil ffied ; SQQ G, j 

Polonius prai.ses (484) the word which Hamlet cavils at {483), by way | 

of retaliating on Hamlet for his late sarcasm (479} 480). f 

486. hisson blinding tears ; see each word in G. ; 

491. power. ; 

495. loud wailing ; a common use. t 

497. milch; probably a verb =: Ho flow/ literally Ho shed moisture ! 

as soft as milk or dew.* | 

498. i.e. and would have stin-ed (‘^made”) emotion. ■ 

502. lesiowedf lodged, 

504, the abstract and hief chronicles of the time* The drama of a 
period is like an epitome or short hi.story of it. The stage holds 
the mirror up to nature” and so reflects all the phases and fashions 
of contemporary thought and life. Thus we could form from the 
Elizabethan drama a very good idea of the : characteristics of the | 

Elizabethan Age. I 

509. whipping; formerly the regular punishment for vagrants and 
“ sturdy beggars ” ; actors, unless licensed, ranked as such by Act of | 

Parliament (1571). 

514—519. The effect of the speech on the Player himself and on 
Hamlet suggests to Plamlet his experiment for “catching” Claudius j 

(582, 583); and the .Players are the means of executing it. Also, the '• 

contrast drawn out in 526—548 at once “sharpens Hamlet’s conscience” 
and throws into relief his character. Thus the introduction of the 
Playeis serves more than one dramatic purpose. 

518. y the regular actor’s word for Ho learn by heart. * 

522, ?nock him not ; as the Players might be disposed to, having | 

seen Plamlet’s own treatment of Polonius. It is a kindly hint, to save i 

them getting into trouble, through ignorance of Polonius’s influence. r 

529, 530. to his own conceit up to the level of, so as to be in 
harmony with, his imagination. For conceit 533, 

III. 4. IT 3. the soul’s, wann' d ; ci 

531. aspect; this accentuation is invariable in Shakespeare; cf. 

nr. I. 9, “Then lend the eye a terrible aspect.” [ 

532, 533. his ivhole fzmction suiting With etc.:, all his bodily j 

powers adapting themselves to the expression of. ! 

537. the cue for^ the call to, the motive for. ‘Call ’ being also a J: 

Rtage-tenn exactly reproduces cue (see G.) in this figurative sense. 



540 - S'ln/iy. It is significant liow this idea runs in 

his mind, reaching at last the conviction of the climax,/^ the plays 

the thing” (582, 583). , 

appal, i.e. with that '‘fear” for ourselves {viz. Oi falling into the 

same sin) which Aristotle defines as one of the great objects of Tragedy ; 
“pity” of the sufi'erers and sinners being the other, /m’, he. from guilt ; 
the innocent. Cf. in. 2. 230, “Ave that have free souls.” 

541. amaze; see i. 2. 235, note. 

544. peak, palter, sneak ; lit. ‘to Avaste away,’ like a sick face. 

545. John-a~dr earns, literally, ‘John of deams,’ i.e. John the 
dreamer; a word apparently coined by Shakespeare as “a nickname 
for a sleepy, apathetic fellow.” Being a very common name, John or 
Jack occurs in many familiar compounds, Q.g. Jack’adanihorn. 

iinpregnant of my catm, slow to translate my motive into action. 

547, property ; “his crown, his Avife[L 5. 75], everything in short 
which he might be said to be possessed oV^~-Furness^ Some say ^ lus 

own person.* ^ 

548. destruction ; literally ‘ undoing. Cf. 1.^2. 10. 

^31. i.e. calls me a liar and makes me swallow the insult. 

553. ^Swtnmds, i.e. Gods (= Christ’s) wounds; commonly contracted 
still further to Zounds, Here again (cf. 351) the Folio substitutes the 

milder exclamation Why. Cf. A'', i. 267. 

554. pigeon-livedd; “the pigeon was supposed to secrete no gall... 
the physical cause of rancour, bitterness” Dowden. 

355. i.e. feel bitter to him. 

5 £5 6. region ; cf. 468. The Avord is used as an adjective ( of tne 
air’) 'in 33, “ The region cloud hath mask’d him from me nown” 

558, unnatural ; cf. i. 2. 65, note. 

562. Pro7npted...hy..Jiell, i.e. by the apparition ; cf. 1. 4. 40, 41* 
566. About, 7 }iy hrain I settoAvork! i.e. on the “speech ( 54 ®)* 
I have heard etc. One of the best known cases (described in 
play *4 Warning for Fair Women, 1599) was that of a woman at King’s 
Lynn Avho had murdered her husband and betrayed her guilt. Ward 
notes that Napoleon is said to have been reminded of the murder of the 

Due d’Enghien by a performance at St Cloud. 

- 66— -583. Hamlet’s counter-conspiracy to tlie plotting of Claudius 
and Polonius (il. 2). The grim humour is that— till iii. i . 162—175’-*- 
the King little suspects he is being beaten at his own game. 

575. tent, probe ; from the noun tent = a roll of 
probe, i,e. try (Lat. tentare), a wound or sore, blench, 
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An old belief, Cf. Hamlet’s words, i. 4. 40, 41. 1 

576. ; a monosyllable. j 

580. i.e. potent in using as instm I 

evil such spirits as Hamlet has seen (576). i 

581. A3mes, deceives, to damn liie^ i.e. by leading him to commit ^ 

murder." I 

More relative^ more definite, implying ‘ surer, more certain ’ ; 
literally ‘tliathave a closer relation to the matter in hand.’ ? 

than this, i.e. than the Ghost’s revelation. Is Hamlet really in : 

doubt as to the genuineness of the vision and his uncle’s guilt ? | 


: ACT IIL 

■ Scene 1. 

r. drift roundabout means, indirect methods. 

One of the main senses of is ‘ words or work made about 

anytliing’j hence ‘beating about the bush, indirectne-ss.’ 

1 3. Niggard of (piestion. Rosencrantz’s description gives an im- 
pression of their interview with Hamlet which is exactly the opposite of 
what really occurred. 

14, /w/; 7 h, try to get him to join in. 

17. der-raught, overtook. 

-34 — 27. A perfect piece of “tragic irony.” Claudius does not 
know what we know (il. 2. 566 — 5<S3). 

26- give him afiirther edge, whet his inclination for “delights.” 

29. with a pressing message. 

31. encounter, meet face to face (Lat./>w^). 

44. bestow, place, this book ; evidently a book of devotions ; cf. 47 
and Hamlet’s address to her {89). Moreover, “exercise” (45) is a 
Shakespearian word for ‘act of devotion, performance of religious 
duty much used also by the Puritans in that sense, 

45. colour ; cf. II. 3 . 373. 

53. compared to. 

56. or not to be, i.e. to end one’s life by self-destruction. Hamlet 
has already spoken of suicide as a means of escape (i. 3, 131, 132), and 
he dwells on it in a later part of this very speech (75—83), giving, how- 
ever, a different reason for refraining. The notion that' in the words or 
7 iot to he he is speculating on the possibility of ‘ something after death ” 
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-whether there is a future life-cannot be entertained for a moment. 

The rvhole drift of the speech shows his belief in a future life. 

Curiously opposite is Macbeth’s soliloquy “if it were done- e c. 

( j j_i 2), in which the dominating thought is that if he could uiAe 
sure of escaping punishment for his crime in this ivorld he would nsk 
the next world-, yet Hamlet and Macbeth are alike in some respects. 

Another famous parallel is Claudio’.s speech in to.e, 

111. I. iiS-132, “Ay, but to die, and go we know not where ! _ 

Practically the whole of Hamlet’s speech has become proverbial 
as an outpouring of utter w-orld-weariness. Of course, rnudi of the 
imagery is not peculiar to Shakespeare or any one wiiter, e.g. the 

likening of death to starting on a long joiimey. 

MS. i.e. missiles thrown by slings. 

,0. takearms asaimta-seacfiM. ’• To take up arms and 

rush upon the waves of the sea was a cu.rtom atti^iited by seveml 
classical w-riters to the Celts. Shakespeare probably read of it in 
Fleming’s translation of /Elian's Histones {i ild), book Ml., where 1 is 
said tiit they ‘throw themselves into the fomey floiides with their 
swordes drawn in their handes, and shaking their javeUnes as though 
they were offeree and violence to withsUmd the rough waves —Herjotd. 
The “troubles” are pictured as advancing like some overwhelming 

61. jVaOTW'e, just that, only that, i.e. falling on “sleep. ^ 

63. consummation; a completion of one’s life, a crowning am 

6? Rub is the technical term in bowls (11. i. 59, not®) fot any 

' obstacle rvliich hinders the how! from keepingon its proper course^e-g. 

1 u rrrnnnfl a stoiie, etc. Heiice the sense obstacle, 
an uneven bit ol giuunu, a biunc, 

hindrance,’ as in this now proverbial phrase there s the tub. 

66. Kito itew«r,i.e. the thought ofwhat dreams may come. 

67. mortal coil, turmoil of mortality, contused touble of mortal 

life. Shakespe-are always uses turmoil ’ ; see G. Here,^ how- 

ever, there is probably some reference (cf. “ shuffle”) to a coil or- rope, 

i.e. fiffui'atively ‘a. chains bonds. . , c,r« t t 

This form of phrase is very common m Shakespeare. See . 5 - 
ci. III. 4. 144. IV. 7. 96. The. adjective is made to define the sphere 

or clioracter of the noun. „ . o 

68. rei/erf, consideration =“ regard, 11187. 

6 a. of so Img life, sa\oag-VmeA. , ■ u 

•JO. The real speaker, one feels, is Shakespeare himself. 
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tile times, the world, one’s contemporaries; more often 
time” (i. 5. 189) or ** the times.” 

73,74. foie examples of abstract for concrete. 

75. might his quietus 7 nake, might give himself his release from 
life’s troubles. See quiehis in G. 

76. bare,, mere, only a. bodhin, dagger ; the original sense of 
bodkin^ This, like IV. 5. 67, seems to me to be a verbal reminiscence of 
Shakespeare’s study. For Chaucer, The Mon/d s Tale, >/i 6 , 
and several of our old writers, e.g. Lydgate, say that Caesar was slain 
with bodkins,” -where the weapon meant is evidently a dagger 
(/ugio) such as could be concealed under the tega. See note on 
HI. 2. 100, lor. fardels, burdens; the word (cf. F, fardeau) suggests, 
and line 77 (cf. “grunt”) completes the picture of, an overladen animal. 

79. boundary, limit ; F, borne. 

80. Has Hamlet lost faith in the Ghost (ii. 2. 576— 58 1), or 
forgotten it altogether? 

Marlowe’s Edward //, (which influenced //. considerably) 

has the lines (v. 6) : 

“Farewell, fair queen j weep not for Mortimer, 

That scorns the world, and, as a traveller, 

Goes to discover countries yet unknown.” 

81. 82. Cf. Claudio’s sentiment {^Measurefor M. iii. r. 129 — 132); 

*‘The weariest and most loathed worldly life 

That age, ache, penury and imprisonment 

Can lay on nature is a paradise 

To what we fear of death” (i.e. compared with). 

83. speculative reflection, from the sense* consciousness’; 

*the moral sense,’ as at V. 2. 58, 67. 

85. anxiety, as in the Scriptural phrase “take no thought 
for your life,” Matthew vi, 25, where the R.V. has “be not anxious.” 

86. pitch and moment, height and importance, pitch; a term in 
falconry for the highest point to which a hawk soars, and from which 
she swoops. The Folio has value, significance.’ 

87. 88. And lose the name of action ; even as a river may lose itself 
in a sandy waste and so after its long course never reach the sea : a 
wonderful symbol, indeed, of frustration and failure. 

89. orisons, Fl;lF. oraison,luut. oratio^ Cf. note on 44. 

95 ’~~'^ 49 * Why does Hamlet treat Ophelia so roughly? 

99. perfume; perhaps a reminiscence of Laertes’s W'ords (l, 3. 9), 
103. chaste; so in 107, 110,112. 


SG. ij 

io8. no discourse to, no parleying with ; such as his own intercourse 
with her. 

1 1 3. translate ^ 

114. the time; cL 70. It is a conveniently vague phrase; what 
he really means is the King’s evil influence over the Queen. 

118, 119. we shall relish of iU we shall still retain something of 
the old ‘^offending Adam.” tlie stock.” A metaphor from 
grafting one fruit on another. 

122, indifferent, tolerably. 

123 — 129. / mild accuse me etc. Some critics take tliis self-con- 
demnation as serious, inspired by Hamlet’s disgust at liis slowness in 
carrying out his great duty; others as ironical. The irony would he 
vastly more effective if we could assume (as soiiie do) that Hamlet knew 
he was being overheard by Claudius and Polonius. 

142, your paintings; referring to women in general. This custom 
of Elimbethan ladies, with that of wearing false hair, is a constant 
subject of contemporary satire. Dark hair and complexion were Un- 
popular because Elizabeth was fair. 

145. nickname God^s creatures fi.e, MSQ foolish nsimes. 

145, 146, mahe your wantanness etc., i.e. excuse your wantonness 
on the plea of ignorance. 

148. all but one; would Hamlet warn the King thus if lie suspected 
him to be pre.sent ? 

1 51. courtier, soldier, scholar. The Elizabethan ideal of the 
complete man — that is, the man of breeding, action, and culture ; a 
Philip Sidney or Raleigh. 

152. The expectancy and rose, the hope, the very flower. 

fair, made fair by his presence. 

153. The glass of fashion etc., the mirror of good taste and pattern 
of courtly grace. 

158. out of tune ; so Cordelia speaks of Lear’s “untuned and 
jarring senses” (iv. 7, 16). 

159. umnatchld, unmatchable. feature, shape, form, general 
appearance ; not (as now) used of the face alone. E. faiture, ‘make,’ 
IjsX. factura, bloion, in full bloom; the metaphor suggested in 152 
(“ rose”) and continued in, the next line, which recalls i. 3. 38 — 41. 

160. woe is 7ne ; of course the pronoun is the dative. 

162 — 175. Claudius shows himself far the best judge of Hamlet, 
and very resourceful and rapid in power of decision. 

163, 164. Nor... not; the emphatic double negative, as in i. 2. 157. 
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166/ ; an old word for * hatdiingj’ from the sense ‘to open* 

(as in I. 3. 39). So again in V. I. 3 So. 

167. fo'r io ; an old idiom (very seldom used by Shakespeare), in 
which is added to strengthen the notion of purpose or motive, 
forestall, anticipate. 

ids. deter mimiim. Scan the don as i-m ; that is, sounding the 
2 instead of slurring it into the next syllable, which is stressed lightly. 
In Shakespeare and in Milton’s early poems the termination 4 on^ 
especially with words ending in -cHon, such as ‘ p|rfe<r//£f7^,’ ‘ distrat'/zh/z’ 
is often treated as two syllables, especially at 'the end of a line. In 
Middle E., poetry the termination -ion \vas always two syllables. 

17^. change and variety of surroundings. 

173. something-seitkd ; most QAitoxs the words, taking 

j‘^w<?//2f?z^'ad\^erbial!y== ‘somewhat, in some degree.’ 

176—187. Polonius clings to his opinion, given so emphatically 
(ii. 2. 146-- 1 59), and thinks it will yet be verified. 

183. grief, grievance, rotmd %mtk him ; ct Ii. 2. 139 (note). 

185. find Mm not^ does not find out what is the matter with him. 


Scene 2. 

This commentary (i — 44) on the actor’s art has, obviously, a personal 
interest: Shakespeare himself speaks and shows himself, as ever, the 
thorough <3:£’/<?r-dramatist, with full, practical knowledge of the stage and 
stage-effect ■ ‘ The Prince is made the mouthpiece of criticisms of which 
the theatrical company at the Globe had doubtless often had the benefit.’’ 

3. your. Shakespeare often uses your colloquially (cf. Latin isie), 
to indicate some person or thing known to everyone. Cf. 1x6 and 
IV. 3. 21, 22. 

7, temperance, moderation, self-control. It is the essential element 
of what has been called the “ paradox of acting,” that an actor should 
always be conscious that he is acting, i.e. should never be so carried 
away by real feeling as to lose bis self-consciousness and self-control. 

9. rohustimis, rather Sdolent, blustering’ than ‘vigorous,’ 

/’mze'fg is a corruption of 

The sort of contemporary melodramatic acting which Shakespeare 
has in mind here (9 — 14) may be inferred again from A Midsummer* 
Nighfs Dream, I. 2* 30 — 32, where he makes Bottom say: “yet 
my chief humour is for a tyrant : 1 could play Ercles rarely, or a part 
to tear a cat in, to make all split.” 

10. the gmmdliugs ; the Elizabethan term for “the spectators w^ho 
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Stood on the ground in what corresponded to the pit of a modern 
theatre.” This central part, not roofed, was known as the “yard”? 
plays liaYing been acted in the yards of inns during* the period that 
immediately preceded the erection of regular theatres. The price of 
admission to the ‘‘ yard ” ivas 1^/. 

II. a/, able to appreciate. unintelligible. 

13. Termagant; a supposed deity of the Saracens. Termagant is 
often mentioned together with Mahoun (i.e. Mahomet) in old romances 
like Guy of IVariukk, and introduced in the Miracle and Morality 
plays, where he is “ represented as a most violent character,” suitable 
to a ranting actor. The transition is not gi*eat from ‘a ranting character ’ 
to ‘ a scolding woman ’ (the modern sense). 

ii outGierods Herod; who was typically “the furious and violent 
tyrant” of the Miiacle-plays. A stage-direction in one of them runs; 
“Here Erode ragis in tliys pagond [i.e. pageant ox moveable scaffold] 
and in the strete also.” Chaucer says of his parish clerk John Absolon 
in The MUlcTs Tale^ .^.1^4, that sometimes, “He playetli Herodes, on 
a scaffold, hye.” (F. ) “ Akin to Herod in the extravagance with ■which, 

they were drawn and acted were Pharaoh and Pilate.” In As You Like 
It^ III. 4. 7 ““ 9 , there is a reference to the red hair of Judas in tiie 
Miracle-plays. These references would appeal more to the older play- 
goers, {Scaffold was the technical name for the old platform-stage.) 

19, 20. modesty^ moderation; as in II. 2. 422, from; away from, 
hence ‘contrary to.® Hamlet’s dehnition of the “end ” of the stage 
(“to hold the mirror” etc. } has been accepted universally as fiiiak 

23, 24, the.,.hody of the time; as we say, ^the social body,® 
* society.® his., .pressure^ i.e. the impression it makes on the observer. 

26. censure^ judgment ; cf. S5 and see G. 

the which one, i.e. “the judicious” spectator, taken singly but 
regarded as representative of a class. 

27. in your alloxoancc, as you will allow, as you I'nust agree. 

32. natures journeymen, i.e. not Nature herself but her hired 
workmen. jotirneyma^t—^ man who works by the day®; 

strictly, a journey is a day’s travel (F. j?h2^;7^A’). 

35, tolerably; cf. in. I. 122. 

3 7 — ^43- Some think that the satire here is specially directed 
against the comic actor William Kemp, who in 1602 left the company 
to which Shakespeare belonged and joined a rival troupe. No doubt, 
dramatists suffered much through the irrelevances (“gag”), mostly very 
hackneyed, of these “low comedy” performers. Seei^. 232. 
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46. presently 

52. jWj/, honest. Hamlet’s feeling for the cool, practical Horatio 
illustrates the attraction of opposites. A man often values most in 
others the qualities he knows himself to lack, Hamlet is peculiarly 
a play of contrasts and parallels. 

53, conversatmt, intercourse, experience of life, coped, met. 

56. Shakespeare accents both revenne, as here, and revenue. For 
the former cf. ICing John, lii. i. 169, “ This juggling witchcraft with 
revenue cherish.” 

58. sugared, sweet, and so ‘flattering.’ 

59. And crook teal subject (viz. ‘flatterer’) is easily siipialied 

from 58. pregnant I prompt ; see il» 2. 206, note. 

60. gain ; cf. 172. 

66—69. Hamlet is describing what he knows that he himself is ?2U/. 
One of the things of pathos in is the relation between liamlet 

and Horatio ; the man of supreme but ineffectual intellect idealising (as 
always) the strong, capable friend. 

67, 68. passion. For the metaphor cf. again 333— 353. 

70r passmts slave; as Flamlet feels that he himself is too often; ch 
his words in III. 4. 106. 

79. in one speech; i.e. at the “ dozen or sixteen lines” (ii. 2. 518). 

80. a damned ghost ; seel. 4. 40, 41, il. 2. 576 — 581. 

82. stithy, smithy ; ‘ a place of stiths^ (anvils). 

86, 87. If Claudius does give any sign, however slight or concealed, 
of guilt, tioratio guarantees that it shall not escape his notice. 

88. be idle, i.e. assume his ‘'madness” or “antic disposition” 
(i. 5. 172) again; cf. his first reply to Claudius. 

90. fares; Claudius means ‘is,’ but Hamlet chooses to take it in 
the other sense ‘ eats. ^ cousm ; d. i, 2. 6 ^. 

gr, 92. Editors show that it was one of the popular beliefs of 
Shakespeare’s time that the chameleon, a kind of lizard, lives on air. 
Lit. ‘ a giound-lion, dwarf-lion ’ ; Gk. ‘ on the ground ’ + \ 4 top. 

promise-crammed; alluding to the sort of “promise” implied in 
I. 2. loS, 109 (and also by 324, 325, of the present scene). 

93,94. / etc. ; this is no answer ; it does not apply 

to what I said. 

96. you played once ^ the university. See p. 233. 

100,101. i^tke CapiioL The real scene of Caesar’s murder, which 
Shakespeare in Jiilms Casar, as here, places in the Capitol, was the 
Curia Fompeiana, adjoining the Porticiis of Pompey’s theatre. He 
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diverges from the true, hisiorical account in Plutarch, and gives the 
Capitol, not this Cnria, because of the old liicrary tradition to tliat 
effect, mentioned e.g. hy Chaucer, in T/ic 7 ale. 

121. If to “wear black (i.e. mouming) means so little, 
Hamlet will leave it to the devil (and is not “ black the garb which 
tradition assigns him?)- Hamlet will exchange /ns “suit of woe’* 
(l. 2. 86) for a suit irmuned %oit/i nc/i sables. Such a suit would be 
the very opposite of a mourner’s garb ; for sables are broum (not black) 
fur, used as a trimming of the costliest and most brilliant (e,g. scarlet) 
robes of great personages. 

There is a quibble on the noun sables {Hur’) and the adj. sable, 
the heraldic word for ‘black* (iL 2. 433). : 

125. '}iot thinking on, being forgotten. 

126. ^^tke hobby-horse is forgot t this occurs in Lovds Labours 
Lost, ill. I. 30, and other Elizabethan plays. The “hobby-horse” 
was one of tlie traditional characters of the old morris-dance, i.e. 
^Moorish dance/ said to have been introduced Into England in the reign 
of Edward III. by John of Gaunt on his return from Spain, and per- 
formed on festal days, especially on May-Day and at '\¥hitsuntide 
{ffenry V, H. 4. 25). 

Nares describes it as “the figure of a horse fastened round the 
waist of a man, his own legs going through the body of the horse, and 
enabling him to walk, but concealed by a long foot-cloth ; while false 
legs appeared where those of the man should be, at the sides of the 
horse.” (F.) 

The Puritans sought to suppress these revels, and it was through, 
their influence that the “hobby-horse” came to be omitted— a fact 
evidently lamented in the ballad from which tins refrain (126) is 
quoted. 

Hautboy, a wooden instrument with a high tone; F. hatdbois, 
whence the Italian form obob, which gives us our form oboe* 

The dnmh-shozv enters. “The dumb-show was a relic of the 
Moralities, introduced in several of the earlier court dramas, and hence 
in keeping with the play it ushers in. Commonly, however, it merely 
(as in Corhodne) symbolised the coming action, instead of literally 
rehearsing it as here.... It is no doubt surprising that the king does 
already rise and break off tlie play, or that, after being thus warned, so 
consummate an actor cannot control himself at die crucial moment”* — 
Herford. Po.ssibly the King and Queen are engaged in whispering con- 
fidentially to each other during the dumb-show and llius miss the 
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^■amtag it conveys. Anyhow, Hamlet’s device s.,cceeds (a5i-®66) even 

]'.s' ^chmgmaiucho, skulking (or ‘ stealthy ’) inischief ; see G. 

\lo. s«bject=Lat. 

prehxed to Latin comedies. Cf. II. 2. 342- rf a stane- 

Enter Prologue, i.e. the speaker of the P-^f f \ 

direction in A Plidmmmer-Nighfs Dream, v. io 6 . EnUr qyroa^^for 

Prologue,” i.e. as the speaker of It. Kv three trumuet- 

. <‘Thebeginningof the performance was announce T d 

Masts The actor who spoke the Prologue appeared m a ongiblackj 

dolt Jh "" -“V™ 

originally performed by the poet himself 

a 6 L«v/,/=-naughty’ ; meaning ‘licentious’; see G. ^ 

14 /. “The^rry or/ory (for the two words are the ^ame) of a ung 

was a motto or rhyme inscribed " oft L tteenth 

putting such posies on rmgs preva led ® ring 

to the close of the seventeenth centuries ( ) 

that Nerissa gave Gratiano was “Love me, and leave me not, TAe 

Ophelia or the Queen or both? 
ThirHav-scene-an “ interlude,” in the strict sense-is cast 

in thfinanner of tL earlier Elizabethan tragedy modelled on Seneca, 
and rhymed. Cf. the stilted style, the classical allusions, an^^^^ 
thoroughly Seiiecan senlentiousness and moralising. 

of p^ -thhi a piay ^ 

„oted as ail Italian device wblcli had f ^ ™ 

SJ,amsk Tragedie) and other writers. The device is a v y 
Qj^g^^videspread in dramatic litcratiue. 

I tfj.. distmst, am anxious^ ^ 

1„„ V «, i> 4 feat. «*; "Ke "V “» ’ ‘ 

.... e....»..:.r 

contain nothing, or what they contain is in extremes. 



sc. II.] 


NOTES. 


The strained mannei* is due to the exigency of rhyme. 

163. operant^ active, leave^ cease y cf. III. 4. 66. 

1 7 1 . The instmices that, . . nwve^ the motives that prompt. 

17^. considerations of gain. Cf. 60. 

175— 1S4. What a reproach and stimulus to Hamlet himself I 

i 77“204, Some think that this speech, or part of it, represents 
the speech (^^some dozen or sixteen lines’*] which Hamlet was to insert 
in the play. This theory Ls based 011 the style of the passage: ‘‘the 
diction is different from the remainder of the dialogue, and is singularly 
like Hamlet’s own argumentative mode.” But note Hamlet’s anxiety 
over the speech of Ludanus, 241 — 346. The latter, indeed, is only 
six, not sixteen, lines, but Hamlet may have written less than he 
intended, or the speech may be broken off by the King’s sudden 
movement (251). (F.) 

1 79, 1 80, sticks; singular because the subject which ( = “purpose”) 
is singular, fall; plural because it is the pieces of fruit (“ they”) that 
he pictures to his mind’s eye. Often in Shakespeare’s similes the thing 
compared attracts to itself the description (“sticks on the tree”) that 
really belongs to the thing with which it is compared. 

18 1. Most necessary ^iis, it is quite inevitable that. 

186. Their own enacttms^ the execution of their purposes. 

destroy ; attracted to the plural idea “grief and^oyT 

i8S. incident, event ; implying ‘ cause.’ 

192. Whether; a monosyllable { — whe'er)^ as often in Shakespeare. 

193. Had Shakespeare in mind the fall of the great Essex and his 
treatment by Bacon? At any rate, the line had special significance 
in the days of political and literary “ patronage.” 

198. seasons him; perhaps ‘ripens him into,’ as though the test of 
the false friend brought his falseness to maturity ; cf. i. 3. 80. Or the 
metaphor may be from seasoning a dish, i.e. imparting a certain 
character to it. 

30 X, 202. still,, ever, ahvays. ilieir ends^ their issues, outcome. 

208. An anchor^ s cheer etc.; “anay my whole liberty and enjoy- 
ment be to live on hermit’s fare in -^Johnson. 

anchor ; the older form of anchorite. 

209. Each opposite ; everything exactly contrary (or opposed) to 
joy. blanks^ blanches, causes to turn white (F. blanc). 

321. the argument; cf. 130. Claudius’s next question certainly 
gives colour to the theory that he and the Queen did not take much note 
of the “ dumb-shpw,” . - • 
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2^6. Tropically, figuratively ; by a trope (literally turn of speeclij® 
Gk. rp(57ros). The ist Quarto has trapkally, which suggests that 
there is really a quibble in tropically (pronounced loosely) on “ mouse- 
trapT (F.) 

227. Shakespeare makes the scene of his tragi-comedy or 

unpleasant lovQ^iiiiiguQy Measure for Measure (probably written just 
after Hamlet and closely linked to it in several ways), 

228. Gonzago^ 1538 the Duke of Urbino, married to a 

Gonzaga, was murdered by Luigi Gonzaga, who dropped poison into 
his ear. Shakespeare, it is suggested, might have found this writ in 
choice Italian, might have transferred the name Gonzaga to the 
murdered man, and formed ‘Lucianus - from The 

architect of the palace of Urbino was Ltmano da Laurano. 

the dtihPs^ ‘King,* ‘duke,* and even ‘count,’ were often treated 
as interchangeable titles of a sovereign. (F.) 

231,232- A proverbial turn of phrase. 

withers ; “ the juncture of the shoulder-bones of a horse at the end 
of the neck,” i.e. just where the pressure of the saddle may “gall ” the 
skin. Cf. I Henry IV* l\» i. 6 — 8, where the carrier tells the ostler 
to put some tufts of wool in the point of his horse’s saddle because 
the ‘^poor jade is wrung in the withers.” 

233. nephew* Was Hamlet afraid to press the resemblance too 
closely by making Lucianus ‘ ‘ brother to the king ” ? 

234. a chorus ^ the duty of which on the Elizabethan stage was to 
explain the action to the audience by means of speeches like the 
“Prologues’^ with which each Act of Henry V. is introduced. 

235. / could interpret* “ An ‘interpreter’ [as he was always 
called] formerly sat on the stage at all puppet-shows, and interpreted 
to the audience.” (F.) The “interpreter,” in fact, carried on the 
dialogue as in “Punch and Judy.” The staple “argument” of the 
Elizabethan puppet-shows was the burlesque representation of some 
well-known play or contemporary event. 

239, 240. “ the croaking raveti^ etc. It has been shown that the 
quotation is made up from a couplet in The True Tragedie of Richard 
the Third, the old historical play, out of which Sh^cespeare fashioned 
3 Henry VI* In Hamlet’s mouth it is merely a satirical way of saying 
that all is ready for the foul deed. 

243. Cf. the Witches-scenes in Macbeth, iv- i. 

244. Hecatds, In Elizabethan superstition (the derivative of classi- 
cal and mediaeval magic) Hecate is essentially the goddess of things 
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supernatural and magical. The scansion of the name as two syllables 
^Ilecai^ is very common in poetry, indeed invariable in Shakespeare, 
except in the doubtful play I //6W-rj/ F 7 . (ill. a. 64). 

246. tvholeso?ne; cf. i. 5. 70. ttstirp^ i.e. may your deadly powers 
(‘‘property”) usurp on ( = * encroach on ^). 

248. The “story” has not been found in any of the well-known 
Italian collections of novelh^ such as Bandello’s and Cintliio’s, but S. 
may well have taken it from some as yet unideiitifiedsource, and “choice” 
rather suggests that he could read Italian. Aschara condemned the 
many “fonde [foolish] bookes, of late translated out of Italian into 
English, sold in every shop in London,” Schoolmaster {1570). 

252. Julse fire; probably a military metaphor; ‘ a blank discharged 

257 — 260, These lines, and perhaps 267 — 270, may be ballad- 
snatches, slightly adapted by Hamlet to the circumstances. 

257. stricken^ i.e. by an arrow from a cross-bow. weep; a poetic 
tradition, if not a fact of natural history ; cf. As You Like It, ii, 1.33 — 43. 

261. Feathers were much worn on the Elizabethan stage. “The 
only department of decoration which involved any considerable expense 
was the costumes of the actors. On these such large sums were 
lavished that the Puritans made this extravagance one of their chief 
points of attack upon theatres ” — Brandes. 

262. turn Turk; a proverbial phrase=‘to change utterly for 
the worse.* The original idea was to turn renegade to Christianity 
and embrace hlahomedanism. 

262, 263. Provincial roses^ i.e. rosettes worn on the front, of the 
shoe to hide the laces. The fashion, which is often referred to by 
Elizabethan writers, was not limited to the stage. Ordinarily these 
rosettes were made of ribbons, but sometimes part of the leather of the 
shoe was used to form them ; this was so with razed shoes,” i.e. shoes 
with the leather ‘slashed or streaked in patterns* (F, raser^ ‘to scrape*). 

Provincials Provencal (Lat. provmcialis)^ ‘belonging to Provence^ 
a former province of south-eastern France, famous for its roses. 

263, 264. a felloivship in a cry of players ^ a partnership in a 
theatrical company, cry, a pack of hounds; .so called from the 
hounds* cry or notes. 

265. a share; Elizabethan actors %vere paid by shares of the 
proceeds, not by salaries, 

269. Plere, as again (iii. 4. 56), the elder Plamlet is to his son like 
“Jove himself.** 

270. It has been shown that pajock represents peayockspeacock; 
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and that in Elizabethan natural history the peacock was supposed to 
embody many evil qualities. 

2, Tli take the ghost's word. Yet Hamlet did not act- Why? 

'zSo. Hamlet breaks off at the entrance of the courtiers and ends 
in his assumed ‘Vantic ” manner, perdy ; F. par Dku, 

disfe??ipered ; * upset/ as we should say; they mean, ^in 
mind/ but Hamlet chooses to misunderstand them. 

287. With drinks sir? Hamlet takes particular care that his 
uncle’s love of drink (i. 4. 8 — -i^) shall not be [ovgotteii *^-^ 3 ^ohnsofh 

291. pii 7 gaiiQ 7 i ; “medicinally purging the body, legally clearing 
from imputation of guilt, as in As You Like It^ y* 4. 45. Hamlet 
plays on the two senses ” — Doivden, 

293. order. 

310. admiratzoniSiStomBhmmt 

319. these pickers aztd stealers i.e. his hands; cf. the Catechism. 

323. Sir^ I lack advancement t said to throw them off the scent; 
he knows they will repeat to Claudius whatever he may say. 

326/ 327. While the grass grows^^ ; the rest of the proverb was 
the silly horse starves.” Hamlet ‘‘ means to intimate that whilst he is 
waiting for the succession to the throne of Denmark, he may himself be 
taken ofif by death (F.) 

Me-enier Players ivith recorders. A recorder (or record) was a kind 
of dute or dageolet with mouthpiece ; so called in allusion to its sweet- 
ness of sound, from the old verb 7 -ecord^'‘ to sing/ 

328, 329. To withdraiv with yon; will you step aside? The 
meaning would be made perfectly clear in the acting. We must 
remember that Shakespeare wrote for the stage, not the study. The 
fact explains many superb cial obscurities. 

329, 330. The metaphor is from sport. If you approach game, 
e.g. a stag/ on the side from which the wind blows, the scent is 
carried by the wind, and the game, being startled, makes off in the 
opposite direction, where the net (the ‘'toil”) is spread. 

go about, try. recover the wind of, get to windward of. Shakespeare 
sometimes uses * to get, gain, reach/ 

3313 f ^ny duty be too bold etc. Guiklenstern blunders into 
a sort of apology, viz. that his “duty” to the King and Queen may 
indeed make him deal with Hamlet in a way that seems “too bold,” 
but then his affection for Flamlet is too genuine to trouble about 
“manners” I 

340. wind-holes, “stops.” 


NOTES, 





354. fret me ^ make me angry; quibbling on /riV”‘the stop 
a musical instrument which regulates the vibration of the string,’ 

357' presently once; “ by and by” in ^^65 has the same sense. 

366, beni^ limit of capacity ; literally the “extent to which a bow 
may be bent or a spring wound up, degree of tension.” 

577. ISfcro ; who caused his mother Agrippina to be murdered. 
Editors compare King John ^ v. cs. 15-2, 153. 

379. / will speak daggers to her* So Benedick says of the sharp- 
tongued Beatrice (Much Ado About Nothings II. i, 255), ‘‘she speaks 
poniards, and every word stabs.” Cf. ill. 4. 94; 2 Henry IV, iv. 5. 107, 
“Thou hid est a thousand daggers in thy thoughts,” 

381. rebuked. Shak. uses only the p.p, of skend, wduch 
Spenser has often, especially = ‘ to shame, disgrace.’ 

382. To give them seals, to ratify the words by actions. 

Scene 3, 

3. your commission. We find later that the King’s instructions to 
his English vassal-ally were conveyed in a sealed document, the contents 
of which would probably be unknown to the bearers. 

5. The terms of our estate, i.e. his position as king, 

11, peculiar, individual, private. 

13. noyance, harm; see G, 

14. depends and rests. The verbs may be regarded as singular 
because to the mind’s eye of the speaker the (unspoken) subject is 
singular in sense (viz. ‘existence’), though actually it takes a plural 
form. This idiom is frequent where the verb precedes the subject : as 
if the speaker had not decided what the subject was to be. 

15. The cease of majesty, the deatli of a king. The 
of the phrase lends a vague impression, as of some great abstract 

16. whirlpool ; something that engulfs or swallows. 

20. mortised, joined with a mortise. A mortise is the 

which a rafter, or spoke (19) of a wheel, fits. 

22. ruin; with the literal idea ‘downfall’ (Lat. ruina). The 
rhyme of the couplet marks an aphorism. 

23. i.e. one ill which his people join. 

24. prepare, make ready. 

28. convey; implying secrec3^ Convey often lias a bad sense in 

Shakespeare, e.g. as a colloquial word for ‘steal.’ We find conveyance 
= ‘ dishone-sty, trickery.’ Cf. 3 Henry VI. ill. 3. 160, “Thy slycon- 
veyance and thy lord’s false love.” 
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29. the process^ what transpires; literally ‘ that which proceeds/ 
i.e. happens, tax ; cf. i. 4. 18. home^ to the full, with no sparing. 

30. as you said, “ Polonius astutely (or obliviously) attributes his own 
suggestion to the ’king^^—Herford, See ill. i, iSi— 18S. ‘^Cunning” 
is shown ‘ ‘'when that which a man saj^s to another, he lays it as if another 
had said it to him ” (Bacon, Essay xxii 7 ). 

33. from a favourable point 

56. the offence^ i.e. the thing acquired by sin ; the “effect*’ (54) of 
sin ; cf. “the wicked prize” (59)= ‘the prize of wickedness,’ 

58, and so able to bribe. 

61 — 64. The language is that of “the law” (60). acimt 

has the double sense ‘deed’ and ‘legal action/ and /?>.? ( = ‘ lies bare, 
is seen in its bare colours’) has reference to the legal phrase that ‘an 
action i.e, can be brought against someone. 

Shakespeare’s partiality for legal terms and accuracy in using tliem 
(cf. V, I, 95— 107) indicate a considerable knowledge of law, and 
it has been conjectured that as a youth he may have been in an 
attorney’s office. But his use of technical terms in general is very 
correct King Letr shows that his medical knowledge was great ; yet 
the medical profession have not claimed him as a doctor. 

62. its. Understand from the verbs in 61. 

64. what resist Lat quid restat? Lat. restare ^ ‘ to remain. ’ 

69. engaged, entangled]; like a fluttering bird in a snare (“limed”). 

75. that would be scanEd, that must be considered I 

Is the reluctance genuine, one of Hamlet’s Christian scruples 
(76—94), or another evasion of duty and action? 

77. his sole son; on ■whom therefore the duty of revenge solely lies. 

79 * hire and salary; to deal with Claudius thus (77, 78) is to 

do him a service which he might have hired and paid Hamlet to render 
him. (F.) Hamlet does not know that Claudius has just planned a 
second murder (Hamlet’s own) ! 

80. tooh; with the idea of ‘taking at a disadvantage.’ 

full of bread; an allusion to Ezekiel xvi. 49. 

8 1. A reminiscence of the Ghost’s ■words (i. 5. 76). 

82. audit, final account. Shakespeare is rather fond of this 
metaphor of a steward of an estate who at the “audit ’’-day has to 
give an account of receipts and expenditure to the owner. Compare 
again the Ghost’s words, i. 5. 78. 

83. in our circumstance and course of thought, so far as we can 
judge roughly ; according to the general drift and range of our opinions. 
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Some interpret ‘ in our mortal condition and in (or ‘ according to’) 
the range of our thoughts.’ This really gives two senses {by zet^g'?na) 
to the preposition, 

85. kzm ; in the acting there would be no confusion with and 
Mm in the previous lines | Hamlet would here point to Claudius. 

88. htmij thmt a more horrid Jmit; literally ‘may you have a more 
horrible seizure^’ i.e. may this hand of mine seize you for the execution, 
of a deed made more horrible by circumstances (89—91) than his murder 
now would be. Other suggested interpretations of hent are (i) ‘oppor- 
tunity, occasion seized,’ (2) ‘intention, design.’ 

93—94, “This speech, in which Hamlet, represented [in the play] 
as a virtuous character, is not content with taking blood for blood, but 
contrives damnation for the man that he would punish, is too horrible 
to be read or to be uttered ^'‘—Johnson, But Hamlet’s uncle is to fare 
as his “lather’s spirit” (79— 84), I. 5. 12, 13. 

Scene 4. . 

2. hroad^ unrestrained. 

4. hide ; oftener, ; see G, 

14, the roodf the Cross; A.S. nU; the same as rod, ‘a pole,’ 
The modern stage-custom of introducing in this scene some emblems of 
religion gives significance to this line and 47, 48. 

Makes a ^ass ; a fencing term, ^ass=- ‘ a thrust’ ; cf. v. 3. 61. 

28, 39. The only direct hint that the Queen was privy to her 
husband’s fate. Probably Hamlet is unjust in his taunt. Claudius 
knew the Queen too well to tell her. She is no Lady Macbeth. Alone 
together, they never hint at the matter. . 

38. feeling, 

.|6. contractmz^ marriage -contract, 

49. this solidity the earth. 

50. sorrowful ; the word is in character with the style of 
the whole passage ; Falstaff uses it (i Henry IV, ii. 4, 435, 436) in his 
parody of the old-fashioned ranting type of tragedy. 

as against the doom^ as if the Judgment-day were at hand. Cf. 
passages -such as Kxi. 25, 26, 2 Peter iii, 10, ii, 

51. filled with anxiety ; see III. I. 85, note. 

52. in the index. “ The Index used formerly to be placed at the 
beginning of a book, not at the end, as now.” The old “Index ” was 
more what we call a “ Table of Contents,” (F.) Paraphrase: ‘what 
act that needs to be prefaced in this tremendous style ? ’ 
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53, this picture and this. The stage-tradition favours miniatures 
(one worn by Hamlet, the other by the Queen), perhaps because this 
gives scope for more effective business*’’ Thus some actors make 
Hamlet tear the miniature of Claudius from the Queen’s neck and fling 
it away, or stamp on it. But the description of the elder Hamlet, 
especially 58 — 62, certainly indicates a portrait on the wall, and it is 
just possible that Shakespeare knew of the gallery of portraits in the 
Castle at Elsinore. (F.) 

The theory that the ‘'pictures” are imaginary — ^Irallucinations — 
seems to me essentially unsound. It makes the whole episode practically 
an anticipation of the great incident at loi of the scene. 

54. ri?^<f 72 /<?i^ 2 V=‘counterfeitdr£/,’ in the sense 'portrayed,’ 

56. Hypermi; cf- 1. 2. 140. front ^ 

58. station, pose of figure, attitude in standing. Mercury, the 
winged messenger of the gods in classical mythology ; Gk. Hermes. 
Mercury typified grace and beauty j cf. his classical epithet %a/3£^6r9;y, 

‘ giver of grace,’ 

66. on this fair mountain; suggested by gg. /erne, cease. 

67. hattef^, grow fat; see G, The word is commonly used of 
animals, so that here it is contemptuous and implies gross feeling. 

69. hey-day, frolicsome wildness. “ ‘The hey day of youth ’ means 
the ^Jiigh day of youth. ’ The spelling key is a preservation of Middle E. 
hey, the usual spelling of high in the 14th century ” — Skeat. 

71. feeling, sensibility. 

72. 7 perhaps ‘impulses/ rather than ‘emotions.’ 

77. cozed d; see G. hoodinan-blvnd, blind-man’s buff. 

81. Could not so mope, could not commit such stupidity. The short 
line indicates Hamlet’s great passion ; he has to pause for coherence. 

83. mtiiine, rebel like a mutineer ; see v. 2, 6. 

88. panders, acts as pander to, 

90. deeply dyed ; see G. 

94, like daggers ; oL 111. %. 379* 

97. a vice of kings, a clown of a king, a ‘ merry Andrew ’ of a monarch. 
The reference is to the Vice of the old ‘ Morality ’ plays, in which the 
Devil, a jpersonification of wickedness, and the Vice were traditional 
characters, representing the popular comic element. Each was marked 
by a traditional equipment. The Vice, attired in a long particoloured 
Fool’s coat, a vizor, and a cap with ass’s ears, bore a dagger of lath 
(wood) j the Devil, often dressed as a bear, had long talons and carried 
a club. The chief fun. of the scenes in which tliey aiipeared was that 




sc. IV.] NOTES. 187 


the Vice belaboured the Devil with the dagger of lath, so that he 
roared again with pain, and tried to cut the Devil’s talons. In the 
end the Devil descended to the infernal regions with the Vice on his 
back. From the character of the Vice was developed the Clown or Fool 
of Shakespeare’s plays. Cf. Twelfth Night iv. 2, where the Clown 
tells the imprisoned Malvolio that he will return again in a moment 
as swift as “ the old Vice.” See Shakespearis England^ ii. 355, 356. 

loi. of shreds and patches; referring to the motley” dress of the 
Vice or Clown. Cf. clown, fool, simpleton,’ e,g. in The 

Tempest^ in, 3. 71, What a pied ninny’s this I Thou scurvy patch I” 
The professional jester or fool attached to a court or nobleman’s house 
was called a from his -like, ‘ motley ’ dress ; hence hPatch* 
became a kind of nickname ; Wolsey had two jesters so named. 

This phrase of shreds and patches has become proverbial. 

Enter Ghost. The precise moment of the Ghost’s intervention 
corresponds with the reproof in iii — 114 and the previous admonition 
to Hamlet (i. 5. 84 — 88). 

106. lapsed in time etc., sunk in delay and mere emotion, such as 
his almost hysterical outbursts {e.g. Ii. 2. 526 — 565). 

107. important; probably ‘ importunate^ urgent, ’ as in Nmg Lear, 
IV. 4, 265 and elsewhere. 

1 13. Conceit, imaginationj cf. rr. 3. 539, 533, 

130 . bedded, lying flat, as in bed; a continuation of the metaphor 
in 1 1 9. excrement, 'hzX.. excrementmn, * out-growtli,’ from ex, ‘out’ 
^crescere, ^to grow.’ Used of hair in The Comedy of Errors, 11. 2. 79. 

1 3 1 . Start...siand ; plural in attraction to the other plural words. 

126. capable, i.<i. oi susceptible. 

128. effects, w^tions* 

139. IViil want true colour, wdll not present its proper appearance, 
i. e. of ‘ ‘blood.” Perhaps a quibble on colour^ ‘palliation, justification.’ 

134. in his habit as he lived, i.Q. notin armour, as before, on the 
open battlements (Act i.). Indeed, the ist Quarto has the stage- 
direction at loi, Better the Ghost in his night goune [i.Q-^ dressing-gown 
■—ct Macbeth, ii. <1. *jo). 

144, that flattering tmeiion, the salve of that deceptive notion. For 
the form of phrase (literally ‘ the unction of that flattery ’) cf. III. x. 67. 

150. cotnpQst; literally ^mixture’ (Lat. compositum^ *, here ‘manure,’ 

154. curb ; in its etymological sense ‘to bend’; F. courher, ‘to 
bend a bow,’ from Lat. 

160, 16 1. That monster, custom, ‘ That monster, citstoin, who 


r88 HAMLET. 


[act III. 


I 


destroys all sensibility;, being the evil genius of oar habits, is nevertheless 
a good angel in this particular ’ etc. (F.) 

A clever, but not necessary, change is evil iox devil— ihm : ‘that 
monster, custom, who eats away all sense of our evil habits, i.e. inures 
us to them.’ It loses the antithesis, ‘‘devil” — “angel.” 

It is true to Hamlet’s character that lie should view “ custom” from 
its bad side only, and regard its habitual function as that of a deadening 
and corrupting influence. For ‘sensibility’ (i.e. in respect ofsin, 

as the context implies), cf. 71— 74. 

163. “Just as a new dress or uniform becomes familiar to us by 
habit, so custom enables us readily to execute the outward and practical 
part of the good and fair actions which we inwardly desire to do ”— 

Moberly. 

the stmnp of nahire, the inborn disposition— what nature has 
stamped on the character. 01.1.4.31,32. 

170. hlesid^ i.e. by Heaven j a way of saying ‘ when you repent.’ 

174. i.e, of “heaven ”=:‘ the heavenly powers.’ 

178. worse remaim behind ; emphasised by some gesture,, such as 
pointing to (or stamping on) the picture of Claudius. Of* Macbeth^ HI, 

2- 55> Things bad begun make themselves strong by ill ” (proverbial). I 

1S2. mouse; a term of endearment, as in Tzvelfik Night, X. 5. 69. [ 

183- reeehy ; literally ‘smoky^;’hmce ^giimy filthy.’ Ct Coriolanus, j 

XT, r. 225. A softened form of reehy, from reeh, ‘smoke, vapour,’ cognate 
with Germ. ‘ smoke. ’ | 

186,187. Referring to 1 38 — 143. j 

189. paddock, toad ; see G. gib, a tom-cat. I 

igo. Such dear eoficernings, moXtQis that concern him so closely. I 

193. the famous ape; the story alluded to is not known. The .i 

reference sounds oriental. 

194. To tfy conclusions, to see what will happen, to make ex- 
periments, i.e. of flying, like the escaped birds. I 

199—204. Editors note that it is not explained liow Hamlet himself ; 

knew this. Some think that he had it from Horatio, who might hear r 

the court-rumours ; others that Hamlet overheard Claudius’s conversation r 

with Rosencrantz and Guildenstern (iii. 3). We may assume that 
Claudius had told the Queen, who knew (200). ; 

ejzginer ; ch pioneryi, {note). i 

206. Hoist with his own petar. Now a proverbial saying ; literally 
“blowm into the air by his own bomb; hence, injured or destroyed by ' 

his own device for the ruin of others.” i.e. hoisted. | 
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^eiar/ commonly Jfe^ard ; a mortar filled with explosives, used for 
blowing up obstacles such as the walls and gates of a besieged cit\% 
F. * to explode, burst/ 

^10. packing; ‘ ‘ plotting (with a play upon the other sense, to be off 
quickly) For the former sense see The Tamingofthe Shrcw^ 
V. I. 1 21. The latter is common enough ; cf. the pretty old song, 
‘‘Pack, clouds, away, and welcome day.” 


ACT IV. 


Scene 1. 


11. hrainisJi^ headstrong, passionate ; not /’brainsick/ 

ig — 1^. The selfishness of Claudius: might have been the 

victim W I shall be blamed’ : not a word of pity for poor Poloiiius, 

1 8. kept shorty kept under control ; practically = “restrained.” 

haunt ^ company, society. 

25. clearly in the sense ‘gold’ ; see G. 

26 f 37. a mineral^ a mine, ke weeps for whai is done; perhaps she 
says this to shield Hamlet. 

43 . As l&uel aSi as straight as the cannon-ball reaches its mark; 
cf. IV. 5 - i34j 

bknk; the white mark {Mank=¥. blauc) in the centre of a tai*get, 
hence ‘aim/ 

44. the woundkss ain l, 1. tJ^fnyXioic. 

Scene 2. 

12, a legal terra for ‘reply, rejoinder/ 

15. patronage, favour. 

17. he keeps them, like an ape ; the ist Quarto (1603) adds the 

explanatory words but they are easily tmderstood. 

22. . is lost upon. 

The body is with the king cX.c> liamlet’s enigmas generally 
have an inner significance — for himself. So here he may mean : ‘ the 
body of Polonxus is with (the late, the real) king, in the other world, 
but Claudius {your king) is not yet with that body,’ i.e. has not been 
killed (said in self-reproach), 

28,29. A things. ^Of nothing* Editors quote Gxliv.j /Man 

is like a thing of naught/’ 
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29, 30. Hide foXy and all after; cry said to be used in the 
game of ^ hide and seek.^ The fox is PoIoniuSj and Hamlet joins in the 
chase — Herford* Hamlet, as he speaks, runs off the stage. Perhaps 
the cry belonged to the old game “Fox and Hounds.” 

Scene 3. 

6. scmrge^ punishment. 

9. Deliberate pause, the result of deliberate consideration, 

9,10. A proverbial saying. 

21, 22. A punning reference to the Diet of Worms; cf. “emperor.” 
politic, x.e. “such as might breed in a politician’s corpse” — Dowden. * 
cf. III. 2. 3 (note). 

31. progress ; the regular word in Shakespeare’s time for the state- 
journeys of the sovereign through England. 

40. tender, 2X0. concerned for. Claudius does not know that 
Hamlet had found out, before the death of Polonius, that he %vas to 
be sent to England. 

47. I see a dierub etc.; meaning, to himself, that the cherub gives 
him a warning sign not to trust Claudius. See pp. 227, 228. 

53. at his heels. 

57 — 61. The Danes in England. 

59. cicatHce, the scar left by a wound (Lat. cicatrix), 

61, set, estimate, value; an extension of the use in i. 4. 65. The 
idea of ' undervaluing, not heeding’ is implied in “ coldly.” 

62. process, mandate — not ‘procedure, action’ ; see note. on 1. 5. 37. 

63,64. congrtiin^, immediate. 



Scene 4. 

Shakespeare’s side-scenes are a specially instructive feature of his 
dramatic method. The present is essentially a scene of character- 
contrast : Fortinbras, the resolute man of action, set over against Hamlet, 
the hesitating dreamer ; and the contrast is made more striking by 
Hamlet’s own appreciation of it, and by the difference of their 
respective motives of action. 

I— >4. Cf. II. 2. 76 — 82. 

6. in his presence, to him personally. 

8. taken to mean ‘slowly.’ 


15. the main of Poland, i.e. Poland in general, not merely “some 
frontier.” For mainland’ (not sea) cf. King Lear, ill. i. 6 : 
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NOTE.S. 


‘‘Bids die wind blow the earth into the sea, 

Or swell the curled waters ’hove the main.” 

20* five ducats^ ; the numeral is repeated to emphasise the 
triviality of the stake at issue, 

22. A 7'anker 7vie^ a higher value. 
fee; what lawyers term fee-simple. 

26. Will ; emphatic : ‘it surely cannot be that they mean to.’ 

2 7. imposiJmme^ abscess \ in medical language, ‘a purulent swelling’ 
(i.e. full of corrupt matter or pus) j hence used tiguratively of the 
‘swelling’ of pride, insolence, etc. 

32, 33. From opposite types — ^from tire soldiers as from the Players 
— comes the same reproach to Hamlet, the same instigation to act 

34. profit ,* or ‘ employment.’ 

36. discourse i feciilty of reason : seel. 2. 150. 

39. grov/ mouldy. wheiher==iwkder mctxic&lly. 

41. eve^tli hsiiQ^ result (hat. eventus) ; ct ^o. 

44. tc do; the gerund ; cf. phrases like ‘a house io lei^^ ‘water to 
drinks This was the old idiom. 

48. /tWiW, i.e. in years ; “young Fortinbra.s” (i. i. 95), 

53 — 5 ^* Rightly to he great etc, ‘ True greatness does not consist 
in springing to action on any trivial cause, but in feeling tliat where 
honour is at stake the merest trifle is a ground of dispute.’ Tlic 
negative qualifies /r, not the predicate, stjr. (F.) 

The important part of Ilamiet’-s definition is obviously lines 55, 56. 

58. passion. 

60. iwettiy ikousand ; it marks his excitement that he confounds 
the numbers of the sold iers and of the ducats. 

61. trick. Some interpret ‘ whim ’ others ‘toy, plaything*’ Sbak e< 
speare’s u.se of justifies either explanation. 

64. conimeni^ cover; ‘that wdiicb contains them.’ The word often 
has the literal idea ofLat co7itmere, ‘to contain, keep in ’ ; thus in 
A Midsimmer-Nighfs Dreaiu, n. i. 92, it is used of river-hanks. 

■ , Scene' 5. 


2, 3. distract, distracted, mad.. Shakespeare uses these short 
forms of the p.p. often. They reflect the influence of the Latin forms ; 
ci.disiracius. 2uz7/, must ; cannot fiil to. 

6. Spu7'ns, i.e. with the foot, tmamusly, angrily, 

7. Jm" speech is nothing; cf. The MercJiant of Venice, 1. i. 113, 
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114 : “Gratiano speaks an Wmite deal of nothing,” i.e. talks a vast 
amount of nonsense Xe^et). See again 157. 

8. U 7 tshapedi not guided by the understanding, incoherent. 

9. to colUctioti^ to infer her meaning; cf. the phrase ^ to gather 
the sense of.’ 

II— 13. Cf. I. 5 - I 73 —I 79 - 

18. Each toy, every trifle ; see toy in G. amiss^ misfortune. 

19. jealousy^ suspicion. 

20. destroys itself (i.e. by selfd^etivayal) ^ 

23. How shotilcl I your Mte love knowf The traditional stage-music 
of this ballad is supposed to be the same, or nearly, as that used in 
Shakespeare’s time* It would naturally be passed on from one genera- 
tion of actors to another* (F.) 

The ballad-snatches in this scene are all of unknown authorship. 
That is the great characteristic of ballads. Indeed, the composition of 
ancient ballad-literature is probably “communal” to a great extent, 
not simply individual. 

25. By Ids cockle liat* A cockle-shell in the hat denoted that the 
wearer had made a pilgrimage to the shrine of St James of Compostella, 
one of the most famous of mediaeval shrines, in the north-west of Spain, 
not far from Cape Finisterre. A scallop-shell indicated a pilgrimage to 
the Holy Land. The “holy Palmer” in Marndon (i.e. the disguised 
De Winton) has both shells ; cf. i. xxiii, and xxvii. 

26. slioon ; an archaic form even in Shakespeare’s time, commonly 
limited to a traditional phrase (“clouted shoon”) which somehow 
survived till Milton {Cofrius^ 635). 

Of the inflexion in A.S. the only survival in common use is 

A.S. ox*an» Cf. also eyne for eyen (eyes) in Shakespeare* 

37. garnished. 

41. GodHIdyoUy\itQVi^\y^GodyiehlyoUi=^^XQrN?x^im'gByycm^ 
The original expression — ^God you ’—being an every-day form of 

thanks, got corrupted into various perversions. 

7 ' hey say the owl etc. “This is a common story among the vulgar 
in Gloucestershire, and is thus related; >Our Saviour went into a 
baker’s shop where they were baking, and asked for some bread to eat. 
The mistress of the shop immediately put a piece of dough into the 
oven to bake for him, but was reprimanded by her daughter, who, 
insisting that the piece of dough was too large, reduced it to a very 
small size. The dough, however", immediately afterwards began to 
swell, and presently became of an enormous size. Whereupon the 



sa V.] 


baker’s daughter cried out, Heugh, heiigli, heugh,” which owl-like 
noise probably Induced our Saviour for her wickedness to transform her 
into that bird.’ This story is often related to children, in order to deter 
them from such illiberal behaviour to poor people”— (F.) 

‘‘Daughter” is what starts the idea in Ophelia’s distracted thoughts. 

43. God be at you}' table ! meaning perhaps : ‘ May God bless your 
table with his presence, so that you may not meet with as sudden a fate 
as the baker’s daughter or my father.’ 

44. Conceit upon, she is thinking of. 

47. Saint Vahntmds day. “This song alludes to the custom of 
the first girl seen by a man on the morning of this day being considered 
his Valentine or true-love..., The custom of the different sexes choosing 
themselves mates on St Valentine’s Day, 14th February, the names 
being selected either by lots or methods of divinatioii, is of great 
antiquity in England. The name so drawn was the Valentine of the 
drawer.” (F.) It was a popular notion (see A Midsummer -Nights 
Dream, lY. i. 144, 145) that on this day the birds selected their 
mates. 

66 . greenly, loo\idi\\Y \ from unripe,’ ‘inexperienced.’ 

67. In hugger-mugger, in secrecy and haste, i.e. "without due 
ceremony. The expres.sion5 which does not occur elsewhere in Shake' 
speare’s Avork, is another undoubted echo of his study of Plutarch’s 
Life of Julius C^sar. Cf. North’s Plutarch, “Antony thinking 
good that [Ctesar’s] body should be honourably buried, and not in 
huggermiuggerP See I. i. 109 — 125, notes. 

72. i.e. holds aloof mysteriously. 

75. Wherein necessity etc. ; in which matter (or ‘ in which speeches 
having nothing ^ definite to go on, people will not scruple to spread 
abroad charges s^ainst us. necessity, want, need (i.e. of definite know- 
ledge of the facts). 

78. murdering'-piece ; the name of a small piece of artillery that 
was loaded with small bullets, nails, old iron, and the like; also called 
‘aniurderer’; F, (F.) 

80. Simtzei's; the royal guards ; literally ‘ Swiss mercenary 
“ In many of our old plays the guards attendant on kings are called 
‘Switzers,’ and that without any regard to the country where the scene 
lies.” Editors quote an old saying: “Law, logicke and the S 
may be hired to fight for anybody.” (E.) The Popes have long 
a ‘‘Swiss Guard.” The heroic loyalty of the “Swiss 
Louis XVI. on the temble August to, 1792, is mimortahsed in 
famous sculpture the “Lion” at 
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83. Izsi, boundary; oftener plural, as in ^ the lists of a tournament/ 
literally ^the barriers/ and so ‘ the space enclosed by the barriers.’ 

84. From this point Laertes supplies the main element of character- 

contrast : placed in the same position as Hamlet, and acting so 
differently. Moreover, “the ease with which he raises the people” , 

shows us how easily Hamlet (the people’s favourite) might have act^d, ^ 

i.e. “ how purely internal were the obstacles which [he] had to over- 
come ” — Bradley, in a riotous head^ with a band of rioters. 

86. ^7^, asif; cf. ii. i. 85. 

88. The line is a way of emphasising the fact that “antiquity” and 
“ custom ” are the very foundation and fabric of society. 

The “ people ” does not fare well in Shakespeare’s plays. We have 
seen Hamlet’s contempt for its judgment (11. 2. 416 — 433 ). One of the 
main features of Julius Ccesar and Corlolanus is the representation of ! 

the fickleness of the crowd. The popular but constitutional movement j 

of Jack Cade is essentially misrepresented in those scenes of 3 Henry VL < 

which are commonly assigned to Shakespeare. A section of the citizen- , 

class was opposed to the stage, and their numbers and hostility increased 
as Puritanism grew ; dramatists might well retort by caricature. 

93. trail; cf. n. 2. ‘give tongue/ like hounds when they ; 

strike the scent ; cf. in. 3. 263. 1 

93. counter ; a term of the chase, to describe a hound hunting the 
trail backward, in the contrary direction (Lat. contra). This is apt to ! 

occur where there is a “ check ” and the pack is casting round to pick ; 

up the scent again. The word counter occurs usually as an adverb with | 

verbs like ‘run,’ ‘hunt.’ To ‘hunt or run to/’ is the modern term. | 

The Queen, of course, means that the people are false to tlieir own s 

action in electing Claudius king. . i 

100-^ — 103. ‘ Laertes is not his father’s son if he does not avenge his j 

father.’ \ 

105. fear, I e. fear for. Here Claudius shows to best advantage ; \ 

calmly confronting the danger. 1 

106. Therd s stick divinity etc. The theory of the Divine Right of [ 

Kings is brought out more strongly in Richard //. than in any other j 

play of Shakespeare. But the theory is an anachronism there. It 

grew up under the Tudors, especially Elizabeth, and reached its zenith 
under the Stuarts. Similarly the “imperial” conception of England 
glanced , at twice in V. (Prologues, n, 10 and v, 30) was 

essentially Tudor, having its origin in Henry VIIL’s breach with the 
Papacy and the Emperor. Shakespeare’s history was coloured by the 
conditions and views of his own day* 

108, Ms^ its (treason’s). 
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1 1 7. i.e. he disregards equally this life and the life to come. 

124 — 126. i.e. are you so blindly bent on revenge that you ■will 
make no distinction between friend and foe ? like a gambler who draws 
in the whole stake, wdiether he has won it all or not? (F.) 

129, 1 30. . Jife-rendering pelican ; alluding to the belief that the 

pelican feeds its young w'ith blood from its own breast | cf. ICing Lear, 
in. 4. 77, where the King calls Goneril and Regan his “pelican 
daughters ” because they have treated him much as the young pelicans 
are fabled to treat their parent* Mediaival preachers made the pelican 
the type of Christ. 

133. keenly, feelingly. 

144 — 146. Mziure is fine in love etc. “ Nature is delicate in love, 
and sends Ophelia’s sanity after Polonius as a precious token (or sample) 
of itself” — Dowden, 

148. Hey nanny, nanny (short fox namna) is a favourite refrain 
(with variations) of old ballads. 

The constant mention or introduction of ballads old and new is 
a marked feature of the Elizabethan drama. A great quantity of these 
ballads has survived in popular song^books and collections of airs. 
They support other evidence which shows that in Shakespeare’s time 
the English were a very musical race, and that a knowledge of music 
was widespread. Some think that Puritanism had much to do with the 
decline of music in England as a national taste and recreation. 

Shakespeare’s 07 vn songs — such as “ Come away, come away, death ” 
{Twelfth Night, il. 4), “Blow, blow, thou winter wind” (Aj Yon Like 
It, II. 7) — have the great characteristic that “they are made for their 
place,” i.e. exquisitely appropriate each to its context. 

155. a-dotmt a-down. Another ballad-refrain, which occurs in. 
7 he Me?ry Wives of Windsor, i. 4. 44. 

The thought, presumably, m Ophelia’s mind is that Polonius has 
been “ called a-down ” into his grave. 

155. 0 , hoiv ike wheel becomes it I O, how prettily the spinning- 

wheel and the song go together! Cf. Twelfth Night, n. 4, where the 
Duke bids the Clown sing an old-world ballad (“Come away, come 
away, death ”) and says : 

“Mark it, Cesario; it is old and plain; 

The spinsters and the knitters in the sun. 

And the free maids that weave their thread with bones, 

Do use to chant it;” 

where, of course, “spinsters” has its literal sense ‘those who spin,* 
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The theory that wheel means ‘burden, refrain* (referring to “a -down 
a-down’*,etc.)> because the ‘burden* recurs like the revolutions of a 
wheel, is unsupported by any evidence whatever. Moreover,, the 12nd 
Folio’s reading %vheeles become it shows that wheel was then (1632) 
understood in its ordinary sense. (F.) 

155, 156. It is the false steward etc. This allusion to some 
ballad or song, like the reference to “the famous ape” (in. 4, 
193), has not been traced. A stage-custom is to identify “the false 
steward ” with Claudius, from whom she starts in horror. He had 
“ stolen ” much. 

157. This nothing s more than Ophelia’s nonsense (7) is 

more affecting than any sense could be. 

is 8 --i 65 . All the flowers have a meaning in “ the language of 
flowers,” and from the qualities they represent we may conjecture their 
respective recipients. 

15S, 159. “To Laertes, whom in her distraction she probably 
confounds with her lover, she gives ‘rosemary * as an emblem of his 
faithful remembrance 4 and ‘pansies* to denote love’s ‘thoughts* 
(F. or ‘troubles.*” (F.) 

liosemary is mentioned as the symbol of remembrance, for both 
marriages and funerals, in Romeo and Juliet, iv. 5. 79, 80, 89. 

160. document; in its literal sense ‘instruction, teaching’ (I..at. 
doctmientutn, from docere, ‘ to teach *). 

162. fennel, symbolical of dissembling and flattery (perhaps because 
a favourite food of the serpent, “the subtlest>east of all the field”); 
columbines, of unfiiithfulness in wedlock, from their horned shape. 
These flowers are both given to Claudius — the “smiling villain” (i. 5. 
106), who “with witchcraft of his wit” (i. 5. 43) stole the love of his 
brother’s wife. 

162 — 165. iherds rue for you etc. Ophelia is speaking to the 
Queen. The popular name for rue was herb of ^race ox herb-grace, and 
the particular “grace” meant wms repentance, since it was supposed 
wrongly that the name of the plant (Lat. rutci) from the verb 

rtte = ‘ to repent * (cf. Germ, retie, ‘ repentance ’). But sometimes rue is 
the emblem of sorrow without the notion of contrition for wrong-doing. 

The two cognate ideas — ‘repentance* and ‘sorrowful rernembrance* — • 
are present in Ophelia’s speech; will wear rue as a symbol of her 
sorrow (for she has no great misdoing to repent of), but Hamlet’s 
mother will wear it as a symbol of contrition. 


Ophelia speaks as if the Queen could show by her way of 
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wearing tlie rue that it symbolised in her case something different 
from what it meant in Ophelia’s. 

tmtli a difference. A phrase from heraldry (an art and practice far 
more familiar to the Elizabethans than it is to us). An heraldic difference 
is “an alteration of or addition to a coat of arms to distinguish a junior 
member or branch of a family from the chief line.” 

165. a daisy ; another emblem of dissembling; equally appropriate 
in itself to Claudius or the Queen, but probably given to the latter, 
whom she has last addressed. Each will then have received a pair 
of flowers from her. 

I would ffi/e y mi some violets for your faithfulness ; the recipient 
being probably Horatio. (F.) 

166,167, he made a good end ; ^ ^xov(ixhiBi 

168. For honny sweet Robin etc. A lost ballad (probably about 
Robin Hood, referred to in other contemporary works. (F.) 

169. Thought; implying sad thoughts, melancholy. See in. i . 85. 

1 7 1. And will he not come again ? Part of a ballad sung to an old 

\miQ (sdSS.Qdi The Milkmaid'^ s Dii7)ips. (F.) 

This mad scene is one of the most famous in all dramatic literature 
and has inspired similar scenes, e.g. of Shakespeare’s successors Fletcher 
(in The Two Noble Kinsmen) and Webster (in The White Devil). 

180, 1 8 1. Said to have been a common ending of inscriptions on 
monuments. ^ on. 

i88. touch d, i.e. with guilt; the metaphor perhaps of ‘plague* 
infected.’ 

195. hatchment, escutcheon, blazoned with the arms of a deceased 
person and placed over his tomb. The word is short for achievefuent, 
the old heraldic term for “an escutcheon or ensign armorial, granted in 
memory of some or distinguished feat.” 

198, That, ^c> that 


Scene 6. 


1. Jd^iati what sort of people ? 

15. appointment, equipment; cf. “disappointed,” i, 5, 77. 

19. thieves of mercy, i.Q. 

^4. bore, calibre; the metaphor of a gun ; cf. “light,” the metaphor 
of a light charge for a cannon. 

16. hold their course; a designedly innocent phrase, lest the letter 
should falHnto wrong hands. 
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■■ Scene 

5. Pursued Cf» Ut* 4 ‘ IV • I. 1 ^* ! 

6* /mUs^ deeds (L^t fat:^a) ; implying ‘ evil deeds,^ CL MacheiJi^ 

I, 7. 80, where “this terrible feat” refers to the murder of Duncan. 

Shak. more often uses the duplicate word factm this sense ‘ crime/ 1 

9. strongly, forcibly. 

14. eonjimctive, “The idea of planetary conjunction seems to 
have suggested the line that follows ^^--Dowden, 

15. sphere^ orbit. 

17. account, i.e, trial, judgment. 

18. the general gender^ the people, the masses. 

19 — 24. A signal illustration of that wealth and rapid change of 
metaphor which characterise Shakespeare’s later style. 

20. spring, Description of Engla7td{ed.'^\xtm:^zld, 

p. 349) it is stated that the baths of King’s Newnhain, in Shakespeare’s 
county, Warwickshire, have the property of turning wood to stone.^ 

The reference was supposed by Reed to be to the dropping well at 
Knaresborough ” — Dotvden* 

2(5. ie 7 'ms^ condition. 

27. if praises etc. \ if Laertes may praise her as she once was, j 

28. chalkngerd\,eD^ oi ddX Xhe 2LgeP i?/?. i.e. conspicuously, | 

so that the whole world should see the challenger, whose “worth” i 

claimed to have no living equal. 

40. Claudio I curious that a name so like the King’s should be 
chosen. 

50. abuse^ deception. 

58. The King is at once incredulous (49, 50) but impressed by the 
strong evidence (51). i 

62. checking «/, abandoning, literally ‘swerving aside from.’ A j 

hawk checks “ when she forsakes her proper game, and follows some | 

cither of inferior kind that crosses her in her flight.” 

Shakespeare had a thorough knowledge of country life and sport. f 

His “early literary work proves that while in the country he eagerly 
studied birds, flowers, and trees, and gained a detailed knowledge of 
horses and dogs. All his kinsfolk were farmers, and with them he 
doubtless as a youth practised many field sports. Sympathetic references 
to hawking, hunting [notably stag-hunting], coursing, and angling 
abound in his early plays and poems.” Metaphors drawn from falconry 
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(tlie favourite sport of the Elizabethans) are specialty frequent » and his 
use of the technical terms shows the true sportsman. 

67. wuharge the practice^ suspect the plot. As to charge 

^ to accu.se/ so tmcharge is ‘ to acquit.^ Yot- practices ‘ plot/ see 1 38, and 
cL King Lear ^ II. i. 75, thy suggestion, plot and damned practice.” 

76. siege^ rank; literally ‘seat’ (F. siege). The metaphor is that 
of guests at a feasts as in in. 4. I. 

79, 80. livery ; in Elizabethan E. = ‘any kind of dress’; literally 
‘ something delivered ^ i.e. by a lord to his household, weeds; see G, 

81. Importing health ; “denoting an attention to health.” 

84. i.e. are expert. This represents the old indepen- 

dent use of can^ originally a preterite from Kl^.ctmnan^ ‘to know how/ 

87. incorpsed and demi-natiir&d ; 

89. i.e. what he did exceeded the iitmo.st I could imagine. The 
Normans were famous as horsemen {Shakespeard s England^ ii. 411), 

92, Lamond. Some think that the name covers (in a semi-French 
form) an allusion to a famous Italian cavalier and huntsman, Pietro 
Monte, in.striictor in horsemanship at the Court of Louis VII. That 
some personal allmsion is intended seems probable ; for the whole 
passage (83 — 94) has rather the air of being specially introduced. 

93. brooch, ornament. A reference to the custom of wearing an 
ornamental buckle or pin in the hat. 

96. a masterly report, a report of your masterly skill. 

100. scrhners, fencers ; see G. 

101. motion; a technical term for “the attack in fencing, opposed 
to ‘guard’ or parrying.” Cf. Ttmlfth Night, III. 4. 304. 

I I I. The general sense seems to be that love — i.e. love in general, 
not a particular phase of it — is conditioned by time. 

112. passages of proof, incidents that prove the fact, 

passage; literally ‘ something that passes, i.e. happens.’ 

1 16. i.e. nothing keeps at the same level of goodness always 
(“still”). 

1 1 7. plurisy ; here used in the sense ^ plethora’ ; see G. 

iiS. its. 

iiS — 123- that we woiEd do etc. * We should act at once %vhen 
we are minded to ; for the will to act is liable to he dimini.shed or 
delayed in innumerable ways, e.g. through the persuasion or ridicule of 
others, through resistance or restraint, through the mere chances of life ; 
and then the self-condemnation “■ I know I ought to do it” is an anodyne 
that relieves yet harms the conscience, just as a sigh relieves the oppressed 
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bosom but exhausts the bloocT (i, e. because this vague self-condemnation ! 

reconciles us to inaction and thus enfeebles the will-power on which • 

action depends). 

It is a fine piece of irony” that Claudius should condemn the ^ 

iiTesoIution to which he owes the prolongation of his own life. And 5 

what he says as to the power of “ accidents ” is strikingly illustrated by i 

the whole drift of Hamlet ^ more particularly by the denoi^meni. 

122. spendthrift, wasteful ; an allusion to the old medical idea that 
every sigh costs the person a drop of blood. Gf. ^^blood-consuming 
sighs” and sighs,” 2 Henry VI, III. 2. di, 63. There p. 

is an element of truth in the idea, since depression of spirit has a physical jl 

effect on the heart, the great blood-vessel of the body ; a fact which 
Shakespeare evidently Merchant of Venice, 1 , i. Si, 82. 

‘^Broken hearts” aye literally a cause of death. 'I 

12^, sanctuarize, giYQ smctmxy ; 

134. ; A careless ’ rather than ‘ neglectful. ’ 

158. unbated, not blunted; without a button fixed to the end, as on f - 

a foil, probably * a treacherous thrust’ 

1 41. mountebank^ a quack doctor. 

143. cataplasm, 

144, 145. Collected... Voider the moon, i.e. gathered by moonlight 

{when their “virtue” or efficacy was thought greatest), simples; 1 

see, G. |k.' 

150. our shape, our scheme; what we are ‘devising.’ 

Some say ‘ our form of proceeding.’ 

154. The metaphor of a gun exploding under trial. 

155. your respective skill. 

160. chalice, Shakespeare probably recalled this line when he 

Macbeth, i. 7, 10 — 12; H 

“ even-handed justice 

Commends the ingredients of our poison’d chalice 
To our own lips.” 
i 6 u ; see G. 

163, 164. Cf. IV. 5. 61, 62. ; 

166 — 183. The Queen, it may be supposed, speaks from the report 
of some eye-witness of the event. What she says, justifies the verdict ..j, 

(“ doubtful”) of the Church (v. i* 220). i 

For Laertes, the news of Ophelia’s death clinches the whole matter 
and dispels any reluctance he may have felt in agreeing to the plot k 

against Hamlet. Thus the Ophelia-interest is drawn still more within 
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ACT V. 


sc. VII.] 


Scene 1. 


the circle of the main Hamlet-interest; and Laertes’s want of scruple 
is set against Hamlet’s sensitiveness in prosecuting his revenge. 

1 66. willow ; the s>Tnbol of forsaken or unsuccessful love. 

167- Cf. Tennyson’s ‘^‘Willows ivhiien^ aspens quiver” {The Lady 
of ShaloUy The single epithet ''‘hoar” (indicating the underside of the 
willow leaves^ — the side turned to the stream) suggests to the mind’s eye 
the grey, appropriate tone of the whole colouring of the picture, 

169. a popular name for the buttercup 

long purples; oi oxchidi {O^rhis mascnla). 

170. liberal^ free-spoken. 

1 78. incapable of ^ insensible to, not realising. 

179, indited Unto i for; literally ‘ endowed with 

qualities for that element, i,e. suited to live in the water ’ — SchmidL 

187. For custom, character, habit’ (colloquially Svay’), 
editors compare 2 Henry IV, i. 2. 240, “ it was alway yet the trick of 
our English nation, if they have a good thing, to make it too common.” 

189. The woman will he out Cf, the description of York’s death, 
Henry V. iv. 6. 28 — 32 : 

“The pretty and sweet manner of it forced 
Those waters from me which I %vouId have stopp’d 5 
But I had not so much of man in me, 

And all my mother came into mine eyes 
And gave me up to tears.” 

191, extinguish ; literally / cf. don~doon^ QX)Adoff—do 

off. To ^dout a candle,’ i.e. put it out, is still a colloquial expression. 


Enter two Clowns, The introduction of characters like the Grave- 
diggers (as they are commonly described in criticisms of Hamlet)^ or the 
VoTtet in Macbeth f ii, 2, is intended to give both relief and contrast: 
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9. sg offendendo ; the Clown means se de/mdendo, but the phrase is 
applied to cases of * ‘ justifiable homicide,’* not suicide. As legal authori- 
ties the Clowns recall Dogberry and his watch vx Mticli Ado About 
Nothing; and their verdict on Ophelia’s death is less merciful than that 
of the Church or Law. 

12. argat; the Clown’s rendering of Lat. ^ therefore.’ 

16. will he^ nill he* Compare the common phrase willy-nilly ; 
from A, S. 52///^:;^, short for wVto, ‘ not to wish.’ 

21. €roW7teds (jfuest law* Probably Shakespeare is satirising a well- 
known law-case about a man who 'was found drowned, A verdict of 
suicide involved forfeiture of certain property to the Crown, so the 
la'wyers debated ‘‘whether he went to the water or the water came to 
MmN (F.) qtiesti inquest. Elizabethan law was full of quibbles and 
fictions, since swept away (see Shakespeari $ England^ ‘ Law ’ ). 

25—27. i.e. ‘ you are right, you say true.’ even Christian; see G. 

38. confess thyself ; and be hanged^ said if 

he had not been interrupted. This 'w^as a common proverbial sentence. 
See IV. I. ^g^^—Afalone, (F.) 

51. unyoke ; “ your da/s work is done ” ; a way of saying that if he 
solves this riddle he may then give his wits their well-earned rest. (F.) 

The metaphor is obviously appropriate to a labouring-man. 

56. cf. III. 2. 3. 

59. Yatighan^ “Perhaps the name of an actual tavern-keeper in 
Shakespeare’s London. Traces of a German ‘Johan’ in London have 
been discovered, and ‘Yaughan’ would be the natural English way of 
spelling it ” — ffe^ford* This “ Johan ” is supposed to have kept a tavern 
close to the Globe. According to another view, Yaughan is a common 
Welsh name, and may. have been borne by some Welsh tavern-keeper 
near the theatre, stoupt flagon ; a word of Dutch origin {stoep)* 

60. What the Clown sings is a muddled version of a song entitled 
“The Aged Lover Renounceth Love,” Peasants and working folk, 
says a critic, “ in all times and in all climes have sung nonsense.” 

To contract^ i.e. in marriage ; cf. in. 4, 46. 

66, 67. property i that which is proper to ^ man, i. e. is his particular 
quality or vocation ; Lat. j^r<^?mr, ‘belonging to.’ 

of easiness ; adjectival =‘ easy to him’ j cf. IV. 6, 19 (“of mercy”). 

75. Jowls, dashes; cf, ANs Well That Ends Well, i. 3, 58, 59; 
“tliey may jowl horns together, like any deer i’ the herd.” 

76, i.e. of an ass or ox; an ancient tradition. 

7 7. politician^ a plotter, schemer ; in Shakespeare it always has a bad 
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o'er-reacimi used quibblingly m Its literal and figurative 


86. 7 nazzard; colloquial for lieadj skull ; like ‘ ' sconce ” in 97 , see G. 

87. revolution; of Fortune’s wheel. 

89. loggais; a game like ninepins or skittles, played with small logs. 

91. For and; a common ballad-phrase, equivalent to ^‘and eke” 
(also). For the redundant and of old ballads compare the Song at the 
end of Twelfth Night: ^‘When that I was and a little tiny boy. ” 

95, (juiddities quillets ; legal sophistries and subtleties. See each 
word in. G. The whole speech illustrates strikingly Shakespeare’s 
partiality for legal terms. He had a good deal to do with litigation 
(like his father) and the purchase of houses and land. 

98. his action of battery. So in Twelfth Nighty after he has been 
beaten by Sebastian, Sir Andrew says (iv. i. 36—38) ; ‘‘I’ll have an 
action of battery against him, if there be any law in Illyria.” The full 
legal phrase for unlawful assailing and striking is “ assault and battery.” 

99, Shakespeare himself bought property (New Place) at Stratford 
, about this period of his life. 

100, 101. The terms refer to processes connected with the legal 

transfer or conveyancing of land — always a rather complicated matter. 
Koughly, yf;i^=the “ sum of money paid to the lord by his tenant, for 
permission to alienate or transfer his lands to another”; a 

witness who vouches for, warrants, the tenant’s title to the land : 

acknowledgment of a debt 

101. the fine, tlie end {finis) of ; what they all come to. 

105. a pair of indentures ; “contracts in duplicate, the paper or 

indented, so as to be divided into two, which two must fit 
together in proof of genuineness 

106. conveyances, deeds of conveyance, this box, i.e. the lawyer’s 
coffin, which liamlet compares mentally with the boxes one sees in a 
la^vyer’s office, contaming the papers of his different clients. 

107. possessor ; cf. i. i. 92. 

Ill, 1 12. which seek out assurance in that, who put their trust in 
parchment, i.e. the Law, as if it could ward off the inevitable end. 
There is a play on asstirancc used as a legal term for the ‘conveyance of 
lands or tenements by deed.’ 

1 3 1, absolute, particular, precise ; or perhaps ‘ positive, certain.’ 

132. by the card, with great precision, exactly; a nautical 
metaphor, card meaning here (as in Macbeth, I. 3. 17, “P the shipman’s 
card”) the co^hpassnard, to which the needle of the 
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^ 34> ^35* i e. ^z// classes have grown so fastidious, over-predsej that | 

there is no difference between courtier and peasant ! I 

chilblain ; cf The Tempest, II. r. ^76, ^ 

141. The fact that the Clown does not know Hamlet shows us ' 

how much Hamlet has been the Wittenberg student and recluse. t 

148, 149. *‘The ‘madness’ of Englishmen was a proverbial jest, ; 

like the gluttony of the Dutch and the family pride of the Welsh.” I? 

174. The nmrie Vorkh m^y have been suggested by Tark, the [ 

name of Hamlet’s maternal grandfather in Saxo Grammaticu«3. | 

177—184. Alas, poor Yorick t Probably a personal allusion by 
Shakespeare himself. Seep. 232. The passage furnishes a vivid picture i 

of the position of intimacy which an Elizabethan jester enjoyed in bis j 

master’s household. j 

180, i8x. how abhorred. P.it is, i.e. the whole picture of his past I 

familiarity contrasted with the hideous thing in his hands. r 

‘stomach,’ as we say ; literally ‘throat’ i 
187, favour, face ; cf. well favoured^ ‘ of good looks j comely,’ 

Genesis xxix. 17, First, ‘ expression of favour, kindness, in the face ’ ; ' 

then, ‘ the face ’ itself. j 

191 — ^194. “Perhaps Shakespeare thought of Alexander’s beauty j 

and sweet smell as well as of his conquests. North’s ; i 

‘Alexander had a very fair e white colour mingled also with red... his i 

skin had a marvellous good favour.,. his bodie had so sweet a smell’ 
that Ills apparel ‘took thereof a passing delightful savour.’ His corpse i 

remained * many days naked without buriall, in a hote drie countrie,’ yet f . 

was ‘still a cleane and faire corps as could be’ {Life of Alexander) ” — 

Dowden^ Montaigne’s Essays (i. ly.) might be cited to similar effect. 

201. with 7 nodesty enough; “without exaggeration, which would 
impair the probability Cf. II. e. 422, ill. 2. 19. 

206 — 209. The lines are Hamlet’s own half-burlesque summary of f 

the situation which his bitter fancy has painted s not a quotation. ' 

206. imperial (as the Folio reads). , 

209. blast, gust of wind : see G. 

214. destroy ; see G. ; so all the original editions ; the 

substitution of its is quite indefensible ; see his in G. 1 

0,21, CO fnmaf id, th.Q K.mg, the rule of the Church. ^ 

223, 224. for, instead of. Shards, pieces of tile and pottery ; cf. 
potsherd. • 


225. crants, garlands; Germ, kranz, ‘a wreath.’ “The ‘crants’ 
were garlands which it was usual to make of white paper, and to hang 
up in the church on tlie occasion of a young girl’s funeral... Some of 
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(I. 2. 153). Paraphrase, “if Hercules cannot silence dogs, much less I, 
who ain little like tlmt hero /it. 

a88. an immediate test 

290. livings enduring. 

Scene 2. 

6. mutines in ihe bilboes ^ mutineers in fetters. For ^miiine^t 
mutineer cL the verb, iii. 4. 85. bilboes ; see G. 

6 — r r. * “ I rashly — praised be rashness for it— Let us not think these 
events casual, but let us take notice and ranember^ that we sometimes 
succeed by mdiscreiion when we fail by deep plots (Johnson) | and 
let this teach us that Providence is ever superintending and guiding our 
destinies. The meditative character of the speech accounts for its broken 
form. 

9. From the sense ^ to lose life or spirit, to decay, wane’ (as in 
Antony a 7 id Cleopatra^ Ii. 7. 88, 'Uhy palled fortunes”), may 
fairly be interpreted ‘fail.’ 

II. Rough-hew, “To hew coarsely, without smoothing, as timber ; 
hence, to give a rough or crude form to, as if by hewing ” — Century 
Did. This compound verb was not limited to any particular craft. 

13, sea-gotofi ; “a garment with high collar and short sleeves, 
reaching down to the knee, commonly worn by seamen.” 

scarf dj thrown loosely about me, like a scarf. 

15. Ringed d; a euphemism (like “convey”) for ‘stole, pilfered.’ 

18, Their grand commission ; cf. III. 3. 3. 

22. With. ..such bugs etc. “With the suggestion of such terrors 

and perils if I am allowed to live ” — Herford. Claudius felt himself 
able to threaten the English king (iv. 3. 57 — 64). see G. 

23, on the supervise; cf. 44. no leisure hated^ without any respite 
allowed 5 literally ‘ no respite of time being deducted.’ 

30, 31. Under a metaphor drawn (as so often) from his own pro- 
fession, Shakespeare makes Hamlet say that the operation of his brains 
was immediate and involuntary : before he could concisely, by the 
exercise of his will, introduce the matter to his brains and lay the whole 
case before them, lo I they unconsciously had got to work on its 
solution. They ; his “brains,” not Rosencrantz and Guildenstern. 

53 — 35« statesmen ; an obsolete use, the word now being 

limited to the sense ‘statistician.’ “ Most of the great men of 
Shakespeare’s time, whose autographs have been preserved, wrote very 
bad hands; their secretaries very neat ones.” (F*) 
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$ 6 , ^wmaM^s ser^jice; nov/a proverbial plirase for "good, valuable 
aid ’ ; originally due to the feudal obligation of a yeoman to render Iris 
lord military service. “'The ancient yeomen were famous for their 
military valor.'* Compare Scott’s description in T/ie Lord of the Isles^ 
VI. xxii., of the English archers at Bannockburn (“Then stepp’d each 
yeoman forth a pace” etc.). 

38. conjuration ; see i v. 3. 63, note. 

41. ; syniboUsing the prosperity of peaceful times. 

42. And stand a coimna etc. “ The comma is the note of con^ 
nection and continuity of sentences; the period [Le. full-stop] is the note 
of abruption and disjunction” (Johnson). Here conmtcc connotes 
"connecting-link,’ 

43. There is a quibble on as and ms ; also on charge = ( i ) " urgent 
order,’ (2) "load, burden.’ 

50. models copy, that; pointing to the paper in H.’s hands (26). 

52. Subscribed it, gavdt the impression, i.e. signed it (with the 
signature of Claudius), and sealed it. 

53. changeling; the regular word for a child left by the fairies in 
place of one stolen by them. 

56. Horatio’s tone may be inferred from Hamlet’s reply, 

go tdt; cf, those terrible euphemisms which so distinguish Macbeth 
as a play. 

57—62. Is Hamlet’s treatment of Guildenstern and Rosencrantz 
justifiable? that is, justifiable according to the ethics of his time. 

58, 59. their defeat etc.j their destruction comes from their own 
meddling in the matter. Hamlet assumes that they were privy, in some 
degree, to the King’s plot against him. 

60—62. Hamlet’s choice of metaphor is perfect ""irony.” 

pass; see IV, 7, 138, note, opposites; cf. iii, 2. 209. 

63. Does it not. .J Is it not incumbent on me now? 

65. elecimiA See i. 2. 109, and cf. V. 2. 343, 344. 

66. proper; emphasising "he has plotted against me^ shall I 
not return the compliment and requite him?’ 

79. bravely^ bravado ; compare the ironical use of the adj. hnwe. 

Si — 184. Another break of comedy between tW'O tragedies (31 — 62, 
and 266— -346) : this time, the comedy of wit and irony, and satirical 
portraiture. 

Osric is a satire on the Elizabethan courtier. His affected language 
represents (probably wdth a touch of caricature such as we get in the 
characters of Dickens) a style in vogue at Elizabeth’s court, especially 
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among ladies, who were expected, as a matter of course, to ^0 able (m 
an old writer’s phrase) “to parley euphuism.” In Twelfth NrsM 
Viola, di^uised as a page from the comt, is made to use some most 
fanciful phrases, and Sir Toby addresses her iromcally m a similar sty e. 

; an effective symbol of buzzing, busy futih y. 

87’ 88. let a beast, i.e. like Claudius. A sarcastic explanation of 
Osric’s high position at court and his wealth. , , , , 

88. In several passages of Shakespeare (if not 

refer to the jackdaw. Twice he uses in reference to the jackdar^ 

ability to imitate speech; cf. All's Well That Ends Well, iv. i. ee.v 
“ chough’s language, gabble enough.” Hamlet means to describe Os 
as a mere chatterer who has picked up the fashionable jargon, which 

Hamlet himself imitates contemptuously. a o-^r ’ its 

0 , Aivwii/; an ordinary Elizabethan word for head-gear, fw, hs. 

gj 08. Hamlet was going to say something to the deceives 

b^t Osric interrupts in his fussy anxiety to be polite, cam-plexion, 

Elizabethan phrases ; the one an invitation to a person to put on his 
hat, the other a polite refusal ( = ‘ really, I prefer to e ^ 

“The removal of the hat, in Shakespeare’s time, even more tl 
now, was regarded as a mark of courtesy. (E.) 

rod. distinguishing qualities ; see IV. 5. 104, note. 

107. with a nice sense of his merits. 

108. the card or calendar of gentry, Wit very picture and pattern 

of good breeding meaning either ‘map’ or ‘compass-card (V. i. 

132). calendar ; used figuratively in the sense of ‘ a guide, directory, 

hence ‘an example, model.’ _ _ , „ii c,,/! 

108— ito. ym shall find in hint the continent oXt., koushallfind 

him containing and comprising every quality which a gentleman would 
desire to contemplate for imitation continent; we mrgh 

say ‘embodiment.’ Osric is evidently carrying out the instructions of 

Claudius {IV. 7. I 3 i—t 33 )- „ 

1 12— 114. to divide him inventorially etc. Hamlet says in effect, 
‘separately to compute all the perfections of Laertes would be an 
arithmetical feat that would make the memory reel; and still, it (the 
attempt to make the computation) would, after all (“neither”), merely 
stagger along, so rapidly would these perfections pour into the mind of 
the enumerator.’ Memory, in short, might strain its powers to the 
utmost, hut it would always be outstripped. The whole idea and its 
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NOTES. 


expression (particularly the nautical metaphor) are forced and aftected— 
as Hamlet intends ; in fact, he is parodying Osric's own style. Gram- 
maticaliy the subject of (see G.) is divide^ but the sense-subject 
is ^ the effort to divide.’ 

115, ri6. importance, infusion, qualities. precious- 

ness, value ; from dearth— Ulearness, costliness.’ 

1 16 — ij8 . his semhlahle.,.noiMng more, “To find anything like 
him we must look into his mirror, and his imitators will appear no 
more than his shadows” — Warburtofu (F.) irace^ follow* 

120. import ; what is it all about ? ’ 

121. ?'2Z7£/^rj too raw, i.e. rude. 

123,124. Is’^ i not possible Perhaps Horatio means: ^What! 
are you beaten at your own game ? cannot you understand this fine 
jargon on {-in) the tongue of another (he. when spoken by someone 
else) ? Nay, try again — really, you will be able to ^ (ironical), 

132. it would not much approve me, Osric’s favourable opinion 
would be no great testimonial, 

1 Sir Thomas Browne says : “ no man can judge another, 
because no man knows himself” {Religiq Medici, ii. 4). 

138. by people in general, meed, excelUnce, 

142. The kind of horse called a barb, like the kind of pigeon so 
called, is said to have come from the Barbary States, on the Mediterranean 
coast of Africa. 

143. imponed ; commonly taken as Osric’s affected pronunciation 
of impawned (‘pledged’), w^hich the Quarto reads, (F.) 

144. assigns, appurtenances, as, namely. 

145. hangers, i.e. “four graduated straps by which the sword was 
attached to the girdle.” (F.) 

147, of very liberal coficeii, elaborately designed and decorated. ^ 

T49, 150. 1 knew yo2i fmist he etc, *, I knew you would require 

some explanation. The metaphor is drawn from the old plan of 
placing comments on the text , in the margin. 

15 1. The carriages, sir, are the hangers, A similar affectation hs 
used ironically by Sir Toby to Viola (disguised as a courtier) in Twelfth 
Night, HI. 4, dismotmt thy tuck,” i.e. draw thy sword. A 

fashionable pastime, as was fencing in Shakespeare’s time, tends to 
develop its own affectations of phrase and terminology. 

158^ — 161. Apparently, the contest is to consist of twelve ‘‘passes” 
or bouts, each terminated by the first “ hit,” but not before : the King 
backs Hamlet and w^agers that Laertes will not beat him by more than 
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three hits ? that is, Hamlet starts with a sort of handicap, in his favour, 
of three hits ; this handicap is described hy Osric in his silly affected 
style as a wager of “twelve for nine,” i,e. at the ratio of 12 to 9. 

i6r. if//*? accept the challenge^ Hamlet purposely 

misunderstands him ; a trick he has used before. 

x66. ///-d' the time for taking exercise. 

176,177. This lapwing' Proverbial: Osric” (i<S6) is 

compared with a callow and forward fledgeling. 

178. He did comply with etc. ; he must have been a great stickler 
for ceremonious ways even in his cradle, comply with; the sense is 
the same as in IL 2. 356, viz. ^ to treat ceremoniously.^ 

179. deoyj Q. sporting term for a brood, flock of birds (especially of 
pheasants) ; Osric has just been compared with a lapwing, 

iSo, i8r. the tune of the time etc. ; the fashionable way of talking 
etc. : all h la mode^—voxco.^ language, deportraentw 

181-— 183. Paraphrase : * acquisition of the current affectations of 
speech and manner (which any fool can pick up— -witness Osric himself) 
enables a man to pass muster very well up to a certain point : it carries 
him successfully through the utterance of the most foolish and fantastic 
opinions simply because his affectation serves as a disguise to his 
barren wits ; but {ctnd disjunctive) when he comes in contact with some 
rude person of common sense, the imposture collapses.’ 

frothy ; see G.; the metaphor in “blow,” ‘‘bubbles.” through 
and through ; intensive ; ‘ right through.’ 

fond. Some change (needlessly, I think) to fanned^ the same 
metaphor as winnowed:==. ‘ sifted as by a winnowing-fan,’ and so ‘ over- 
refined, affected.’ 

184. are outs i,e. soon huxst. 

186P attends 3 .W 3 .it (F, atUmdre)* 

193. In happy time, CL WioFxtnch. h la bonne heure. 

200—203. Coleridge speaks of “ Shakespeare’s own fondness for 
presentiment,” A signal illustration is Antonio’s “sadness” at the 
commencement of The Merchant of Venice, It is the keynote of his 
part : “ Coming events cast their shadows before,” See also Julius 
Casar, V, I (the forebodings of Brutus and Cassius before the battle of 
Philippi), gaingivings misgiving. 

211. to, i.e. really possesses, tvkai he leaves; meaning, of course, 
not merely material things, but all that constitutes mortal life. The 
reading, apart from punctuation, is that of the Folio. Some editors, 
adopting the Quarto’s text with a very slight change, read “since no 
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man knows might of wliat he leavesj” and interpret “since no mmi 
k?io7m ciught of the state of life which he leaves, since lie cannot judge 
what other years may produce, why should he be afraid of having Xiie: 
betimes ? An early death may save him from much 
unhappiness: “ivhoin the gods love die young.’' 

214 — 332. Hamlet is carrying out his mother’s request (194, 195). 

2 r6. 7 'his presence; pointing to those present; abstract for concrete. 

219. exception, objection ; as in ^to take exception to.’ 

237, 23S. a voice and precede7it 0/ peace, i.Q. an assurance that 
according to all precedents Laertes may accept what Hamlet has said in 
self-defence and be reconciled to him. To keep my name tmgored; cf. 
Hamlet’s words “ what a wounded name” etc.j 332. 

243. The word y??// (which .Hamlet uses with a quibble on foil, 
a blunt sword) means the gold or silver leaf (F, feuilts, Lat. foliuni), in, 
which a gem is set, in order that its lustre may be thrown into relief 
(i.e. “ stick fiery off ”), 

Often in Shakespeare ivord-play is the expression of strong emotion, 
especially bitterness, as in Tichard //. 11. i. 73 — 83, where the dying 
Gaunt puns on his own name (“Old Gaunt indeed, and gaush in 
being old”). Another signal illustration is Lady Macbeth’s and 
guilt (ii. 2. 56, 57). Hamlet’s feeling is somewhat grim and bitter, 

249. laid the odds on, i.e. betted on ; * backed ’ him to win. 

253. likes ; cf. II. 2. 80. a, one. 

257. ^uit in answer etc,, he. repay Laertes, in the course of the 
third bout, any hit Laertes may have scored in the first two rounds. 
atrnver; in reference to its use as a fencing term= ‘ the return hit’ 

260. “ Under pretence of throwing a * pearl ’ into the cup, the king 

may be supposed to drop some poisonous drug into the wine. Hamlet 
seems to suspect this, when he afterwards discovers the effects of the 
poison, and tauntingly asks him, Ms thy union here?’” In 314 
Hamlet quibbles on union (see G.) in its ordinary sense. 

262 — 266. Cf* I. 2, 124 — -128 ; I. 4. 8 — 12. kettle, kettle-drum. 

275. Tie's faU This is commonly thought to be a glance at the 
physique of Richard Burbage, the great Elizabethan actor, •who “created 
the title-part in Ha7nlet" and was “a lifelong friend of Siiakespeare ” 
(Lee). He is one of the three theatrical friends mentioned in Shake- 
speare’s will. Applied to Hamlet, yh/ might imply that as a student 
who led a sedentaiy life he was out of condition. Compare his own 
words, n. 2. 287—289. The change faintly quite unwarranted. 

276. handkerchief ; as always ill Shakespeare, 

'14—2^ 
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!286. thrust* cf. the noun in 6i. 

287. fozi make a wmiton of me ^ you play with me as if I were a 
child (i.e. an opponent unworthy of Laertes’s skill). 

294. as a woodcock etc. 5 cf. I. 3. 114. 

305. unconsciously repeating the King’s own 

words (iv. 7. 138). 

314, mimi; the last of Hamlet’s bitter jests: Claudius must 
“ follow ” his partner and be united to her through the poison ! — Bradley^ 

323. mutes ^ i.e. nmtce persotics^ who are present but take no part in 
the action; cf. the stage-direction of the ^‘Pla3'^-scene” (iii. 2. 126). 

324. sergeant ; a sheriff’s officer who arrests for debt. . 

329. an mztique Roman^ Machetk^ v. 8. i, “Why should 
I play the Roman fool, and die?” i.e. by committing suicide to a%’^oid 
capture ; and Julius Cossar^ v. 3. 89, wdiereTitinius, as he kills himseif, 
says, -Uhis is a Roman’s part” In that play Brutus and Cassius, 
typical Romans, both commit suicide when they see that their cause is 
hopeless and only disgrace awaits them. Shakespeare’s own recognition 
of the sin of “ self-slaughter ” is expressed, one may think, by Hamlet 
(i. 2. 131, 132). Box dntique, see n. 2. 450, note. 

345. occurrentSf occurrences, incidents. 

7nore and less, great and small. 

346, solicited, influenced me ; one of the commonest Shakespearian 
uses of this word is ^ to move, prompt, incite.’ 

the rest is silence; cf. Alts Well That Ends Well, n, 3. 83, 
“ Thanks, sir ; all the rest is mute.” 

Moberly has a fine comment ; “To Hamlet silence would come as 
the most welcome and most gracious of friends, as relief to the action- 
wearied soul, freedom from conflicting motives, leisure for searching 
out all problems, release from the toil of finding words for thought ; 
as the one sole language of immortality, the only true utterance of the 
infinite.” (F.) 

352. This quarry, i.e, the dead bodies, to w^hich Fortinbras points ; 
a hunter’s term for the game, alive or dead. 

cries on havoc, 0x10^ osxt for pitiless slaughter in revenge. Seeing 
the ground strewn with dead, Fortinbras exclaims (as should 
expect of him) ; Hdere is indeed a case for the avenger’s unsparing 
hand.’ 

The phrase is a variation on the common expression cry ^ hame^sz 
give the signal for indiscriminate slaughter*— ^ no quarter.’ Cf. Julius 
Ccssar, ni, i. 273, “ Cry Hiavoc,’ and let slip the dogs of war.” 
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353. iotiQard^ in preparation ; cf. i. 1. 77' 

355, dismal ; a word that has weakened mucli in significance, like 
all words that have their origin in superstition 5 O.F. dis nuil^ ‘unlucky 
days,’ Lat. dies malt. 

363. jump ; c£ l i. 65. 

365 — 368. A final touch of resemblance to Julius Ccssar (Act in.). 

This is Hamlet’s “story” (337) ; cf. also 327, 328. 

371. put on^ instigated. 

577. some rights; cf. i. i. 80—104. of memory^ not forgotten by 
you. 

380. Cf. 344, “ he has my dying voice.” 

38 1 — 383. this same ; a gesture would make plain the reference. 
Horatio’s concern is for Hamlet’s memory and to the last he is 
practical in his advice, presently^ at once. 

385. put on,, put to the test ; from the sense ^ set to work,’ 

386. for his passage, to mark his passing (i.e. out of this life). 
Cf. “ O let him pass 1 ” — King Lear, v. 3. 313. 

The end of PImnkt is very similar to that of Macbeth, where the 
sceptre passes into the strong grasp of “young Malcolm.” Even King 
Lear ends on the notes of duty and optimism : that the world’s work 
must go forward, and that there are men to do it. 

In the method of his endings “Shakespeare was with the Greeks. 
He ends his tragedies by quiet scenes among minor characters.” This 
method, contrasted with the normal modern practice of ringing down 
the curtain on the climax itself, has the effect of making tlie tragedy 
seem more a segment of actual life. After the thunder-peal the still- 
ness. 
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GLOSSARY. 

Abbreviations : — 

A.S. = Anglo-Saxon, i.e. English down to about the Conquest. 

Middle £.=: Middle English, i,e. English from about the Conquest 
to about 1500. 

Elizabethan E. =the English of Shakespeare and his contemporaries 
(down to about 1650). 

O.F. = old French, i.e. till about 1600. F. == modem French. 

Germ. -modern German. Gk.= Greek. 

Icel. = Icelandic. 

Itai. =; Italian. Lat. = Latin. Span. « Spanish. 

New E» Diet, — the New DngHsh Dictionary, 

KOTE ; Ie usiEg the Grlossaiy the student should pay very oai’eful 
attention to the context in which each word occurs. 

abuse 5 literally ‘'to use amiss/ and so ^to misuse in a particular 
way,’ viz. ‘to deceive’ (ii. 3. 581). O.F, abuser ^ Lat. ahuti. 

addition, ii. i. 42, ‘ title’ \ literally something annexed to a man’s 
name, to show his rank, occupation... or otherwise to distinguish him; 

‘ style ’ of address. ” 

admii'ation, i. 2. 191, Svonder, astonishment.’ Elizabethan writers 
constantly admire^ and its derivatives, in the sense of Lat. admirari, 

‘to wonder, be astonished at’ Cf. Revelation xvh. 6, “And when 
I saw her, I wondered with great admiration.” 

alarm, ui. 4. 119, ‘a summons to take up arms/ from Ital 
aritie^ ‘ to arms ! ’ — Lat. ad ilia arma. Now the other form alarum^ 
common in stage»directions, keeps the idea ‘ a loud summons, call ’ 

anchor, ni. 2. 308, ‘an anchorite’; theolderform, from A.S. ancre’^^ 

Latin anckoreta (also anchorita)^ one of the Latin "words that came into 
A.S. through the spread of Christianity, Gk. dpax(op7}T7jSf ‘one who 
witlidraws from the world,’ 
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aaele, i. 5. 775 ^to give the last anointing, extreme unction, to tlie 
dying’; literally Ho pom* oil on,’ from ele an older form of £>57=Lat. 
oletim^ Gk. eXaioi^, ‘olive-oil.’ We find mioil in the same sense. 

antic, I. 5. 172, ‘odd, fantastic’; especially said in Elizabethan E. 
of carving and stonework. What is old {antique) often appears odd 
{antic) to later generations ; Lat. aniiquus, 

arras, n. 2. 163, iii. 3. 28, ‘tapestry hangings/ generally with 
figures and scenes woven in colours; from F. Arras, the name of a 
town in Artois famous for the manufacture of this tapestry. 

aspect, IL 2. 531, Many words retained in Elizabethan E, the 
French accent, derived from the original Latin words. Thus Milton 
wrote “ By policy and long process of time ” {Paradise Losf^ 11, 297) ; 
cf. F. proch, Lat. processus. So Shakespeare scans access^ edict, exile, 
when it suits him. 

batten, m. 4. 67, ‘to grow fat’ like an animal; from the same 
root signifying ‘excellence, prosperity/ as Mter, best, Germ, besser. 
Cf. Herrick, Content in the Country: 

“We eate our own, and batten more, 

Because we feed on no man’s score.” 
beaver, i. 2. 229, ‘the visor of a helmet, ’i.e. the movable part 
which came down over the face and which the ^wearer could lift easily 
when he wanted to cool himself or eat and drink. F. baviere, ‘a bib/ 
also ‘ a visor ’ (shaped like a bib), 



beetle, i. 4. 71, ‘to overhang, to jut over’? as in beetle-browed, i.c. 
with shaggy, prominent eyebrows. The origin of beetle in this sense 
probably lies in the comparison between such brows and the short tufted 
antenare of some species of beetle. 

beteem, i. 2. 141 ; ‘to allow, permit’; from the literal sense ‘to 
think fit or proper.’ 

betimes; ‘in good time, before it is too late’ ; hence (v. 2. 212) 
‘early, soon,’ Formed from heiinte, literally ‘ by the time that’ 

bilboes, v, 2. 6, ‘irons, fetters.’ “A bilbo was a long iron bar, 
furnished with sliding shackles to confine the ankles of prisoners, and 
a lock by which to fix one end of the bar to the floor or ground.” 
Span. Bilbao, famous’ for its iron and steel ; cf. bilbo, ‘a sword, a blade 
of Bilbao or (as the English commonly Bilb oa.'' 

bisson, n, s. 486, ‘blinding’ ? properly ‘purblind, dim-sighted/ as 
ixs Coriolanus, ii. x, 70; of uncertain origin, 

blench, II. 2. 575 ; a northern form of bknk, ‘to start aside, swerve, 
shy (like a horse), flinch’;, allied iQ> blink, and quite distinct in origin 




i Class 




%£j(iS£Sk. 



2I6 


HAMLET, 


from, though confiised in use with, blanch, Ho grow white’ (F. blanc). 
The idea is Ho flinch Hke shifty, blinJdng eyes.’ 

hotch, IV. 5, 10, Ho patch.’ A botch is a ‘ flaw or blemish resulting 
from unskilful workmanship’? “'a clumsy patch 5 a bungled piece of 
work.’ Perhaps akin to patch. 

hxuit, I. 2. 127, Ho report, noise abroad,’ as in i Henry VL ii. 5. d8, 
‘'H find tlrou art no less than fame hath bruited.” F. bruit, Hioise.’ 
^^Much bruit, little fruit” (Bacon, Es$ay 54). 

bug, V. 2. 22 ; ‘Hn object of terror, usually an imaginary one; a 
bugbear, hobgoblin, bogy; a scarecrow” — New E, Eict, It quotes 
Coverdale (1535), Psalm xci. 5, ‘‘ Thou shalt not nede to be afrayed for 
any bugges by night” (Authorised Version “the terror”). Bugbear 
means literally a spectre or goblin in the shape of a bear. 

canker, i. 3. 58, Hhe worm that preys on blossoms, especially roses.’ 
The wild or ‘dog’ rose is especially subject to this disease : hence in 
Shakespeare canker (or cankerMoorn) sometimes means a wild-rose. Lat. 
‘a crab ’—also an ‘eating tumour.’ 
carouse, V. 2. 377, Ho drink’ ; originally an adverb used in the phrase 
Ho drink carouse^ out’ ; formed, like F. carotisser, from German 
gar-aus, ^ quite out,’ i.e. with no liquor left in the glass. It was a 
stock piece of Elizabethan satire that the Germans were great topers. 

cautel, L 3. 15, ‘deceit, trickiness’; cf. cautelotis, ‘deceitful, not 
to be trusted,’ in Julius Cccsar, ii. i. 139. Sometimes cautel has the 
milder sense ‘caution, heedfulness,’ or ‘a precaution’ (Lat. cautela). 

caviare, 11. 3. 418. “The roe of the sturgeon and other large fish ^ 
obtained from lakes and. rivers of the east of Europe, pressed and| 
salted, and eaten as a relish... The circumstance that caviar is generally^' 
unpalatable to those who have not acquired a taste for it, is referred to^ 
by Shakespeare in a phrase which has become one of the cominoiiplaces| 
of literary quotation and allusion ” — New E. Diet 

Caviar was, and is, imported chiefly from Russia, our trade with 
which began in Elizabeth’s reign. 

censure. The original sense, common in Elizabethan E., of the 
verb was ‘to judge ’ = Lat. censere ; so ‘judgment, opinion’ 

(i. 3. 68). As we are apt to judge others unfavotlrably, censure comes 
to mean ‘ blame. ’ Words tend to deteriorate in sense. 

cerement, i. 4. 48 ; sometimes called a cerecloth, i.e. a cloth smeared 
with or dipped in melted wax (Lat. cerci), u waxed winding-sheet. 

cheer. Properly ( i) ‘ countenance ’ ; Late Lat. cara, ‘ face ’ = Gk. 
Kdpa, ‘head.’ Then {3) ‘spirits,’ especially high spirits (ill. 2. 153), as 
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the face f ejects the feelings. Then (3) that which promotes good 
spirits, i.e. ‘‘food, entertainment, fare’ (ili. 2. 20S), 

chopiiie, II. 2. 409 : from a Spanish word meaning Li woman’s high 
cork shoes. ^ The fashion of wearing these shoes prevailed in Italy, 
especially at Venice, as the accounts of Elizabethan travellers show. 
The custom, however, and the word really came from Spain, and were 
imported into Italy and from Itai)^ into England. 

chough, V. 2, 88 ; applied formerly to any sort of crow’, but especi- 
ally the jackdaw (as .still in Devonshire). Now chimgh is used strictly 
of the Cornish red-legged crow, almost extinct. 

churlish, v. i, 233, L-ough, rude’ ; from churls ^ a boorish fellow,’ 
A, S, ‘a countryman, peasant.’ 

clepe, I, 4. 19, Ho call.’ The word, which is very common in 
Chaucer and pre- Shakespearian writers, is most familiar now through 
Milton’s lines II, 12) : 

*‘But come, thou Goddess fair and free. 

In Heaven ycleped Eiiphrosyne.” 
coH, III. I. 67, ‘turmoil’; formerly common, especially in the Eliza- 
bethan phrase to keep a coil=- ‘ to make a fuss, to make much ado.’ Cf. 
King John, ii. 165, “I am not worth this coil that’s made for me.” 

complexion, i. 4. 27 ; this was an old physiological term for ‘the 
combination of the four “humours” of the body in a certain proportion’; 
hence ‘ the disposition, temperament,’ arising h*om this combination. 

comply, II. 2. 356, V. 2. 178. had a rare Elizabetlian 

sense, ‘ to observe the formalities of courtesy and politeness towards ’ ; 
imitated from a similar Italian phrase. The literal idea in mnply and 
comptwient is ‘to fill up (Lat, cofnplere) what is wanted, to satisfy the 
demands of courtesy. ’ 

cote, II. 2. 307, ‘ to overtake, pass ’ ; properly a sporting term virliicli 
signifies that when two greyhounds are coursing a hare, one passes 
the other so as to give the hare a turn ; hence pass by, 

go beyond, outstrip.’ Perhaps same as coast, ‘ to skirt.’ 

cousin ; used by Shakespeare of any degree of kinship (except the 
first, as father, son); e.g. = ‘nephew’ (i. 2. 64). Sometimes it is merely 
a friendly title “given by princes to other princes and distinguished 
noblemen.” 

cozen, in. 4. 77. According to the common (but not certain) expla- 
nation, to cozen a man is to pretend to be his cousin for the purpose of 
getting something out of him ; whence Ho cheat.’ There was an old 
phrase Ho make a of’= ‘to beguile, hoax.’ 
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cue, II. 2. 537 ; properly the ‘^catchword’ which is a signal to an 
actor to come on to the stage and speak. The figurative use is well 
shown by Othello^ i. 2. 83, 84 : 

^‘Were it my cue to fight, I should have known it 
Without a prompter.” 

Perhaps from F. queues ‘a tail,’ Lat. because an actor’s cue is 

the tail-end of the last speech. 

dear. The general Elizabethan sense of dear (cognate with Germ. 
t/ietm) is Vthat which affects us closely, whether in a good or bad way.’ 
Cf. “ my dear soul,” TIL 2. 61, i.e. inmost, vital. In Shakespeare 
the word often has a bad sense, e.g. f bitter (i. 2. i Si), grievous, heart- 
felt.’ CL Richard JL i. 3. 15 1, “The dateless limit of thy dear 
exile.’’ ■ ■ 'V 

dirge, I. 2, 124 “originally dirige^ the first word of the Latin 
antiphon Ririge, Romme^ Reus metis ^ in conspeciu tuo mam ?neam. 
Direct, O Lord, my God, my way in thy sight,’ taken from Psalm v. 8.” 
The word dirige, being the first in the burial-service of the Roman 
Catholic liturgy, gave the name Ririge to the whole service. Hence 
‘ a funeral mourning, a lament ’ 

ducat; a coin formerly worth in England about 6 s. ^d. O.F. ducat y 
from Italian ducatOy so called because first coined in the duchy (Lat. 
dttcaius) of Apulia, with the words “sit tibi, Christe, datus, quern tu 
regis, iste dticatusR 

eisel, V. i. 269, ‘vinegar’; through O.F. from Late Lat acetilkwi, 
a diminutive of acetunty ‘vinegar.’ Eisel is the word commonly used 
for “vinegar” in the narrative of the Crucifixion in old translations of 
the New Testament, and in religious works like the Cttrsar Mundi 
(about 1300), which has : “ And bed [offered] him galle and eysel to 
drynke.” The expression “as sour as eysel” appears to have been 
current in Lancashire till recent times. 

escote, II. 2. 334, ‘to maintain’; connected with ‘a contribution,’ 
as in the phrase and lot, and the compound literally ‘a 

shot, a contribution, ’i.e. ‘ something shot into a common fund.’ 

even Christian, v. i. 27, ‘fellow Christian.’ This use of even was 
common in Old English, especially in early theological works ; similar 
compounds being evetz-disciple, ezf en-hnight fel\ovr^soldieR)y even- 

next (‘a neighbour’), even-set^aniy even-worker. 

eyas, 11. 2. 327 ; literally ‘a nestling, a young hawk just taken from 
the nest.’ Spenser compares the Red Crosse Knight arising from the 
Well of Life to an “eyas hauke” {The Faerie Queeney lU ii~ 
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Etymologically eyas-^^a ttias ; O.F. niais, ‘a nestling/ Lat. nidax^ 
ftom nidus ^ ‘a nest/ Cf. the same formation in, adder ^ apron. 

eyrie, n. 2. 327, *a brood of nestlings’; properly ‘a nest’ of an eagle 
or hawk. Correctly written aery ; from Low Lat. a?-ea^ ‘nest.’ The 
spelling eyry or eynei^ due to confusion wdth Middle E, ey^ ‘an egg/ 
as though tyrymiieant a place for eggs. 

fee, I. 4. 65, ‘value'’ ; much used as a legal term for the pos- 
session or tenure of land (iv. 4. 22), Thus hereditary 

land, held without any conditions and ‘ for ever.’ A.vS. feoh (cf. Germ. 
vieli) meant (r) ‘ cattle/ {3) ‘property’ — cattle being the chief kind of 
property in a primitive state of society. Cf. Lat. pemnia from 
perns. 

flaw, V. I. 209, ‘a .sudden gust of wind.’ Cf. Tennyson, Marriage 
of Geraint^ “ Like flaws in summer laying lusty corn.” The same as 
flaw^ ‘ a crack’ == Swedish Jlaga, ‘a crack/ also ‘ blast of wind,’ Perhaps 
‘sudden burst ’ is the radical notion. 

fond, I, 5. 99, ‘ foolish’ : its old meaning. Cf. IGing Lear, iv. 7, 60, 
“I am a very foolish fond old man.” Hoxico. fondly ‘ foolishly.’ 

fordo, II. I. 97, V. I, 2 14 = ‘to destroy’; literally to do away with.’ 
The prefix for- here has its privative forces* away.’ In A Midsummer- 
Nigkds Dream, V. 381 (“All wdtli weary task fordone”), the meaning 
is ‘ to exhaust,’ /br- having an intensive force ; cf, ‘ done up.’ 

fret, ir. 2. 293, ‘to variegate as with K fret was a small 

band; O.Y. freie, ‘an iron hvaiM f errata, ‘an iron grating’ (Lat. 

ferritm, ‘ iron’). “ A>'i?/-work ” was specially used of a kind of pattern 
for the roofs of halls (e.g, the Egyptian key pattern), formed by small 
gilt bands or frets intersecting each other at right angles, 

goblin, I. 4. 40; a mischievous spirit or elf, like Ariel in The 
Tempest or Puck in A Midsummer- AHgkfs Drea?n, plays tricks. 
Low Lat. gobelinus, a diminutive of Low Lat. cohalus, ‘a sprite’ — 
Gk. /c6j8aXo?, ‘ a rogue.’ 

grained. The noun grain is from Lat. granum, the Low Lat. 
’Vvord=the classical Lat. which signified the scarlet dye made 

from, the cochineal insect found on the scarlet oak in Spain and other 
Mediterranean countries. Probably this cochineal insect {cocciun) got 
to be called granum simply because it looked like a grain or seed and 
\vas thought* to be one. Grain was a ‘fast’ colour, i.e. one that would 
not fade or wash out. Thus we get the idea ‘dyed through and through, 
deeply ingrained ’ (in. 4. 90). 
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grizzled, l. 239, 'greyish, streaked with grey’j c£. F. gris I 
distinct from 'terrible/ A,S. grtsltc^ cognate with Germ, grass- 

lich^ 'terrible.’ 

handsaw, ii. 2. 363 ; supposed to be a corruption of heronshaw, 
'a heron/ properly ' a young heron/ O.F. heronn^emi. Later heron- 
shaw came to mean ' a heronry/ from a wrong notion that it was 
compounded oi heron + sha2iff 'a wood.’ 

'Popular etymology/ Le. common and incorrect notions as to the 
origin of words, influences the form often. Cf. cray-fish^ where -fish is 
a corruption of -visse in F. ecrevisse. So cuilass (F. cotiteUis) got 
corrupted ciirtle-axe from a similarity of sound, which made people 
think the -weapon was a sort of axe. ' Force-iiwat ’ or stuffing is really 
fidreed-m.Qatfi'F. farcer, ' to stufif,’ Eat. but the latter sounds as 

if it meant 'meat in,’ and was spelt accordingly. 

harbinger, i. i. 122, 'a forerunner’; its original sense was 'an 
officer who went in advance of an army (cf. Germ, heer) or prince to 
make provision for the night’s camping or shelter ’ [harbotirage). 

hearsed. Derived from Lat. hirpex, ‘ a harrow/ hearse originally 
meant a triangular frame shaped like a harrow, for holding lights at a 
church service, especially in Holy Week. Later, hearse was applied to 
tlie illumination at a funeral, and then to almost everything connected 
with a funeral, e.g. the coffin (r. 4. 47), the bier, the grave. 

hent, III. 3. 88, 'seizure, grasp’ ; from an old verb henl^^ to take, 
seize.’ Cf. Middle E. Jmiier, ' a thief.’ 

hermit ; literally one who dwells in a desert, as did the hermits of 
old; Gk. from 'a desert.’ 

his ; this was the ordinary netiter (as well as masculine) possessive 
pronoun in Middle E. and- remained so in Elizabethan E. Cf. Genesis 
iii. i5,"2V shall bruise thy head, and thou shalt bruise /m heel.” 
There was also a use, not common, of it as a possessive, though 
uninflected (see i. 2. 215) ; especially in the phrase it own (v. i. 214). 
Cf. The Tempest, It. i. 163, "of it own kind,” and the Bible of 
161 1 in Leviticus xxv. 5, " of it owne accord.” 

Then from the possessive use of it uninflected there arose, about the 
close of the idtli century, the inflected form its, in which -.i- is the usual 
possessive inflection, as in his. This new form its came into use slowly. 
There are no instances oi its in Spenser or the Bible (1611), and only 
three in Milton’s poetical works (Paradise Lost, i. 254, IV. 813, 
Nativity Ode, \oG). 7 ?“^ does not occur in any extant work of Shake- 
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speare printed prior to liis death : hence it seems not improbable that | 

the nine instances in the ist Folio (five in a single play^ The Winter's I 

Tale) were due to the editors or printers, ;; 

Louse!, I. 5. 77; A.S. huscl^ Hhe Eucharist,’ originally ‘sacrifice,’ 'j 

from an Aryan root signifying ‘holy, consecrated,’ Cf. ^^hotislmg 
fire ” = ‘ sacramental ’ in The Faerie Qtmnc^ I. 12. 37. 1 

humour, ii. e. 12. It was an old belief that all existing things consist | 

of four elements ; that in the human body these elements appear as four | 

Immottrs — fire = choler, water = phlegm, earth = melancholy or black I 



bile, air = blood; and that a man’s ‘temperament’ or nature depends 
upon the way in which these Immoiirs are ‘tempered,’ i.e. mixed, in him. 
So in Elizabethan E. humour often has a wider sense than now, e.g. 

‘ prevailing temper, disposition.’ Compare the titles of Ben Jonsoii’s 
comedies, Every Man in his Mumotir and Every Man out of his 
Htimottr, See complexion. 

iaHuence, i. i. 119; Lat. injltieniia^ ‘a flowing upon,’ Lat, 
in-^fluere. It was an astrological term applied to the power over the 
earth, men’s characters, fortunes etc., which was supposed to descend 
from the celestial bodies. Cf. “planetary influence,” ICing Lear, 
I. 2. 136. Other terms due to astrology are ^Hhaster^ (Lat. asirum, 
‘astar’), ‘nW<zw<f,’ ‘jovial,’ ‘saturnine.’ 

lazar, ‘a beggar afflicted with disease,’ especially leprosy like the 
beggar Lazarus, in the parable (Luke xvi. 19): hence lazar -lilse, ‘re- 
sembling leprosy ’ (1. 5-7^). 

learn ; the word had both meanings, ‘ to learn ’ (in the modern 
sense) and ‘to teach.’ The latter was growing obsolete ; we find it in 
the Prayer-Book Aversion of the Psalms (e.g. in xxv. 4, “ Lead me forth 
in thy truth, and learn me”), but not in the Authorised Version of 
the Bible (1611). Here (v. 2. 9) the Folio (1623) has AwA 

let, I. 4. 85, ‘to hinder’ ; A.S. lettan, ‘to hinder,’ literally ‘to make 
latel Cf. I^ojuans i. 13, “oftentimes I purposed to come unto you, but 
was let hitherto,” i.e. prevented. 

luxury, I. 5. 83 ; Shakespeare always uses luxury^ ‘ lust,’ the sense 
of luxurta in Late Lat. ; and luxurious = ‘ lustful,’ luxuriosus. 

naalleclio, iii. 2. 128, ‘mischief’ ; from a Spanish word -which in 
sense and origin is exactly the .same as 

marry, corrupted from the name of the ‘Virgin Mary^ ; cf. “Lady” 
and “by^’r /«i:^/”=5‘by our Lady,’ i.e. the Virgin. Such expressions 
dated from the pre-Reformation times in England. The common 
meaning.^ of imny are ‘indeed, to be sure,’ and ‘why!’ 
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mazzard, V* i. 86; a colloquial word for ® head, skull,’ so called 
from the resemblance in shape to a maser or drinking-bowl made of 
maple- wood (Icelandic 7 ndsti 7 T^ ‘a maple’). 

mere, ‘absolute, utter.’ Cf. “the mere perdition of the Turkish 
fleet,” he. complete destruction, Othello^ II. 2. 3, 4. Lat. 7 neriis^ ‘pure, 
unmixed.’ So merely— ‘absolutely, entirely’ (i. e. 137). 

mettle, r. i. 96, ‘disposition, temper’ ; only another spelling of 
(Lat. metallii 77 i)^ 

micMng, iii. 2. 128, ‘skulking, sneaking, stealthy from an old 
verb to prowl about like a thief, to skulk like a pilferer’ ; whence a 
milder sense ‘ to play truant,’ e.g. from school. The verb fuick and the 
noun micher are still current with this sense ‘playing truant’ in the 
dialects of various counties. Cf. also the colloquialism ‘ to 7 nouch 
about,’ i.e. ‘to prowl about,’ ‘to loaf.’ 

mphled, II. 2. 482, The verb is still current among country- 
folk in Shakespeare’s own county and in Shropshire, in the sense; 
“To muffle the head and shoulders in warm w’raps [such as a moj^-capJ; 
to put on an abundance of Avarm wraps ; generally with — e.g. “ Yo’ 

mun moble yourself well up, it’s a despert, raw, cowd night.” 

moTmtehank, iv. 7. 141, ‘quack doctor’ ; literally ‘ one Avho motints 
a to proclaim the merits of bis medicines etc.,’ liaL montmiibanco. 

Cf. Bacon’s Essay Of Boldjiesse; “ Surely, as there are Mountebaiiques for 
the Naturall Body, so are there Mountebanques for the Politique Body.” 

naught, III. 2. naughty, which is always used by Shakespeare 

= ‘bad, good for naughf ; cf. The Merchant of Venice, v. 91, “So shines 
a good deed in a fzaugkty woxldT Gf. Proverbs vi. 12, “ A naughty 
person, a wicked man.” The old neg. ne-\-angkt^ 

nonce, IV. 7. idoyliterally ‘for the once,’ i.e. ‘for this occasion only.’ 
The n represents the old dativai termination of the definite article, and 
got tacked on to the noun for euphony, by the process called f rosihesis, 
liVtih^ niri an mt^a newt. 

noyance, in. 3. 13, ‘hurt, harm’; short for annoyance* Shakespeare 
always uses anjzoy in the strong sense ‘to hurt, harm.’ 

orchard, i. 5. 35, in Shakespeare commonly, if not always,^: 
‘garden.’ This w^as the original sense, orchard being 
‘heib-garden.’ Cf. Marlowe’s Hero and Leander, ii. 28S, “the orchard 
ofth’ Plesperides,” i.e. the ‘garden.’ 


ore, IV. I. 25, ‘gold’ ; often used thus by Elizabethan writers, as if 
connected with Lat. am'uzn. It is, however, a Teutonic word=;‘im- 
wrought metal,’ 
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or ere, 2. *3. 147, “before^ ; really or and ere are tire same word= A.S. 
ivr^ ‘before/ Perhaps or ere arose throtigh confusion with or ever, 
people supposing wrongly that ere was put for e'er (cf. Prove?'bs Yxii, 23). 

paddock. III. 4. 189, ‘ a toad/ Fad was a common word for 
'^toad^ ; old writers speak of pad-stool 'xedi paddock-stool for Hoad -stool/ 
Cf. Plerrich’s “Another Grace for a Child ” in Noble Numbers t 
“Here a little child I stand 
Heaving up my either hand. 

Cold as paddocks though they be, 

Here I lift them up to Thee/’ 

passion, n. 2, 498, 528 ; any strong emotion, feeling, especially great 
(sL King Lear, It , 3, 19S, “ ’Twixt two extremes of passion, joy 
and grief/’ passio^ ‘ suffering, feeling,’ from “ to suffer/ 
pat. III. 3. 73; the notion is 'exactly,’ i.e. exactly as one could wish 
or has said; from pat, 'to strike/ It represents “the sound of some- 
thing thrown down upon the ground, as marking the exact moment 
of a thing being done” — ^just as S 7 ?iack represents the sound of a 
blow, or of a sudden fall, in such expressions as knocking a thing smack 
down, cutting it off/’ 

plurisy, iv. 7. 1 1 7* Elizabethan writers use both plurisy (from Lat. 
phis, “more’) and pleurisy to mean 'plethora, redundancy of 

blood’ — hence 'surfeit, superabundance/ Of course, pleurisy now 
means quite a different ailment, viz. 'inflammation of the pleura or 
membrane which covers the lungs,’ and lias quite a different origin, 
viz. Gk. rXevpa, ‘a rib, side/ 

porpeatine, I. 5. 20; a corruption of porkepin, the older form of 
porcupine porats A- spina, 'a thorn’). 

proof, II. * 1 - 471* F* preuve. Low proba, 'a test,’ specially 
used of impenetrable armour, meaning the armour itself, or its resisting 
power. All steel used for armour, swords, etc. is tested. 

q^miatly, li. i. 2d, 'artfully, skilfully.’ The original sense of 
quaint , coint, Lat. cogfiiHis, 'well-known’) was ‘knowing, ■wise.’ 

But through a false notion that it came from Lat. compius, ' trimmed, 
adorned,’ quaint got the sense ' fine, neat, dainty ’ — which it has always 
in Shakespeare. Cf. /'my quaint Ariel” (said by Prospero), The 
Tejnpest, i. 2. 317. Perhaps qtiaini=^ odd, eccentric’ arose from the 
notion ' too trim, over-fine.’ 

quarry, V. 2. 352, 'a heap of slaughtered game’; a hunting-term. 
O.F. cuiree, diQ intestines of a slain animal, the part given to the 
hounds ; so called because wrapped in the skin (F. cuh*, 'a skin, hide,’ 
ixcxmjjsit, corhwi, 'hide’). 
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quiddity*, V. i. 95, “a sophistryj cavil ^ ; Late Lat. (juidditas,, 'the 1/ 

nature of a thing,’ literally 'what [qtiid) is it?’ The word owes its t 

sense to the sophistical definitions and distinctions drawn by the 
mediaeval schoolmen. 

quietus, iil r- 75; a legal term for 'a discharge from .a debt,’ 
short for Late Lat. quietus est^ *’ he is discharged, acquitted^ Cf. 
a fine old saying : " Death is a Christian’s quietus est^ it is his discharge 
from all trouble and misery.” To be qtiit of a debt is to be q//.iet from it. 

quiEet, v, i, 95, 'a quibble in argument, a legal subtlety’; short 
for Lat quid/ihtj, 'anything you please.’ 1 

raclt, II. 2. 465; cf. T/ie Te;u/esi, jv. x $ 6 , Icelandic rel^, 'drift, i 

a thing drifted,’ from the root 'to drive’ which \ve get in 1 

rede, or read, i. 3. 50, ' counsel, advice.’ A. S. resdan, ' to counsel, ; 

consult, interpret, read'^ ; cf. Germ, rathen, ' to advise. ’ The verb is | 

common in Spenser (sometimes in the compound form aread\ in such [ 

senses as 'to interpret, discern, advise, consider.’ ! 

rheum ; ' moisture, ’ ' flux, ’ e. g. tears (ir. <2. 4S6). In Midstumner- \ 

Nighfs Dream, II. i. rheumatic diseases” are those which produce 

a fiux . or flowing, e.g. catarrhs, coughs, cold. Gk. peu/ta, ' a flowing,’ ; 

from pietP, ‘to flow.’ ! 

rival, I. I. 13, 'partner in, sharer of.’ Lat. literally ' one i 

who uses the same brook {rivus) as another,’ e.g, for irrigating land ; | 

hence (from their disputes about the water) 'a competitor.’ ! 

romage, i. i. 107, 'bustle, turmoil’* the same as rummage. To 
rtmmage is to search the roomage or stowage in a ship (from room, ! 

' space ’) ; hence the notion ' bustle, turmoil. ’ | 

sans, in. 4. 79. It is thought that F, sans {Lat 'without’) was j 

used originally in English, only with words of French origin, and then ! 

with any words, as in As You Like It, IL 7, 166, "Sans teeth, sans i 

eyes, sans taste, sans every thing.” 

sconce, 'a fortification, bulwark ’ ; hence ' a protection for the head, 
helmet’ I and so (contemptuously) ' the head ’ itself (v. i. 97). O.F. 
esconse, ^ a hxdmg>-p\aQQ,^ Lat absconsa [from adscondere, ^ to 

scilmer, iv. 7. 100, 'a fencer’; F. escrimeur. The root is Teutonic 
— cf. fjrecm. schirm, 'a screen, shelter, protection’ — and the radical 
idea is 'to fight under cover, behind shelter.’ Thus 'to skirmisiA (a 
cognate word) is strictly 'to advance under cover.’ 

secure, I. 5. 61. Elizabethan writers often use the adjective 
secure— Lat secums, 'careless, free from fear or suspicion’ ; especially 
to imply over-confidence, a false sense of safety, want of caution. Cf, 
Fletcher’s quibbling lines ; 
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“To secure yourselves from these. 

Be not too secure in ease.” 

Ben Jonson wrote “ Men may securely sin, but safely never.” 

shrewdly; used by Shakespeare unfavourably with an intensive 
forces S' ery,’ ‘quite,’ and so in i. 4. 1 = ‘keenly, piercingly.’ This use 
comes ixom shrewd (the past particij^le of schretvcfi, So curse’) in its 
old sense Siad’; cf. Alngjokn^ V. 5. 14, “Ah, foul shrewd news! 
beshrew thy very heart ! ” 

simple, IV. 7. 144, S, single ingredient in a compound, especially in 
a compounded medicine ’ ; hence a ‘ medicinal herb.’ 

sledded, l. i. 63. Skeat says that the original form of the noun 
(cognate with was sled, and that sledge “is a corrupt form, 
apparently due to sleds, pi. oi si edd^ 

sliver, iv. 7, 173, ‘a small branch’; we have the verb = ‘to tear off’ 
(A.S. sdifan, ‘to cleave’) in King Lear, iV. c. 34, 35 : 

“ She that herself -will sliver and disbranch 
From her material sap, perforce must wither.” 

Spill, IV. 5. 20, ‘to destroy’ ; the old sense, as in King Lear, ill. 2. 
8, “Crack nature’s moulds, all germens spill at once” (i.e. destroy all 
the .seeds of life). 

sterling', i. 3. 106, ‘of full value, current,’ the noun used as adjec- 
tive, as in Rickard II. IV. i. 264, 265 ; “An if my word be .sterling yet 
in England.” “A sterling com [rvas] named from the Esterling's (i.e. 
easterlings, men of tlie east) ; this was a name for the Hanse merchants 
in London, temp. Henry III.” 

stuclt, IV. 7. 16 1, ‘ thrust’ jvltak Elizabethan writers also 

use tlie forms slock, stoccado and stoccata. 

take, r. i. 163. In Elizabetlian E. take, is used of the malignant 
influence of supernatural powers. As this influence was supposed to 
manifest itself especially in the form of disease, take often has the notion 
‘to strike -with disease) to infect’ — as perhaps here. Cf. The Merry 
Wives of Windsor, IS! . 3. 32, “And there he blasts the tree and takes 
the cattle.” 

tax, I. 4. 1 8, ‘to censure, reproach cf. Much Ado Almit Nothmg, 
I. I. 46, “you tax Signior Benedick too much.” Now^nore common 
in ‘to tax with^ an offence (Lat. iaxare., ‘to charge’). In As You 
Like It, I. 2. 91, w^e have ‘censure, satire.’ 

tithe, III. 4. 96, ‘ tenth part ’ ; its relation to A.S. ‘ tenth,’ is 

more apparent in the Middle E, form fetke (also written tithe). 

toy, IV. 5. 18, ‘a worthless thing, a trifle,’ Cf. 2 Henry IV. 

V. H, . 15 
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n. 4. 185, “ Shall we fall foul for toys?” i.e, quarrel about trifles. So 
xw Lncrece^ 214, ‘^Who sells eternity get a toy?” Hence ‘an idle 
fancy, a mere whim* (r. 3. 6). 

union, V, 2. 260, ‘ a large pearl.* Pliny says that the name nnio 
[literally ‘ oneness,* i.e, uniqueness] was an invention of the fine gentle- 
men of Rome, to denote only such pearls as could not be matched (i.e. 
were umfue)” — Nares* 

vail, I. 2. 70, ‘ to lower* ; especially to lower a cap or mast as a sign 
of respect. .F. avalei% ‘to put down,* from Lat. ad+rjaliem^ ‘to the 
valley* ; cf. the opposite paramount^ literally ‘at the top, ’=/<!?!>' -!- 
ad monfem, ‘ up to the mountain.* 

valancedl, ii, 2. 406; from ’Dalmt€B';=z^ ^ fringe of drapery,* now 
limited to a part of the bed-hangings. Probably so called from Valence 
in France, near Lyons (famous for silks). Lat, a name given 

to several towns sti*ong (Lat. palms) by natural position, 

wassail, i, 4. 9 ; the old northern English wes /lel/y ‘be whole the 
imperative of ‘ to be’ cognate with w/ie/c and /lale* 

Originally wassail was a salutation, like the German, use of prosit! 
(‘ may it benefit you*), used in drinking a man’s health ; then it came 
to mean ‘ a drinking, carousing, revel.’ The ‘ wassail-hmfV was a great 
feature of the old Christmas feasting, 

weal, in, 3. 14, ‘welfare, prosperity’; cf, wealthy used formerly in 
the same sense. Literally ‘a state of being according to one’s 
will or wish. 

weed, IV. 7. 80, ‘ garments, dress’; weedy ‘garment.’ Com- 
monly in the plural. Now limited to the phrase ‘widow’s weeds,* 
except in poetry; cf. Tennyson, “ In words, like weeds, I’ll wrap me 
{In Memonamy V*), 

yaw, V. 2, 1 13, ‘to go unsteadily, as a ship.* A word of Dutch 
origin, cognate with yacht. A good many sea-words come from the 
Dutch, a near and sea-faring people ; cf. avast, boo?n (of a harbour), 
cnHsCy decky skipper, sloop, smack y yawl, 

yeoman, v. 2, 36; literally ‘a freeholder*; then, from his liability 
to render service to his feudal lord, ‘a servant, retainer,’ as in Chaucer. 
The first part of the word probably means ‘village * or ‘ country.* 

yesty, v. 2, 18 1, ‘foamy, frothy*; a variant form o( yeasty » Cf, 
Tennyson, The Sailor Boy, 

“The sands and yeasty surges mix 
In caves about the dreary bay, 

And on thy ribs the limpet sticks, 

And in thy heart the scrawl shall play,’* 
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Hamlet^ I. i. 63 : 

®‘tlie sledded Polacks.” 

The original edi tions have pollax and Pollax ; it is generally thought 
that 'each stands for Polacks^ the plural of Polack ('a Pole’), which we 
get in II. 63, 75. The fact that so’ much is said in the play about the 
relation of the three northern countries— Denmark, Norway and Poland — 
makes it probable that some reference to Poland is intended here. And 
sledded (describing a national custom) may be regarded as a piece of 
northern “local colour,” 

The suggestion his leaded pole-axe is a needless change ; moreover it 
presents a rather trivial incident. 

Hamlet^ i. 4. 36 — 38: 

“the dram of eale 

Doth all the noble substance of a doubt 
To his own scandal.” 

We cannot get any toleralde sense out of the words as they stand, 
though the general drift of the passage is made clear by the context. 
Perhaps the best emendation is oflen doui^ tlms i ‘ the small, measure of 
evil {dil^eale) doth often efface or extinguish (like a candle) all the good 
element and bring it to its own ruin or disgrace.’ Ofim would repeat 
oftm line 23. The whole passage, 17 — 38, is absent in the Folio % no 
doubt, cut out from the acting- version on account of its involved 
character, difficult for any audience to follow. 

Hamlet^ IV. 3. 47 : 

“a cherub that sees them.” 

Accorclingto a mecliieval belief the Heavenly beings were divided 
into nine Orders or Choirs — such as Seraphim, Cherubim, Angels, 
Archangels, Principalities— and each Order possessed some special 
quality. The Cherubim had a wondroits power of vision, being “full 
of eyes round about them” [E%eldel\. 18, x. re). In several places 
where Shakespeare refers to them there is the notion of seeing; cf. 7 'he 
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Me^'chant of Venice^ v. i, 62, “the young-eyed cherubins,” i.e. with 
sight ever young, hence ‘keen, undimmedd 

This division of the Heavenly beings into Orders originated in St 
Paul’s words in Efhes. i. 21, i. 16. It was very familiar to 

people in the Middle Ages, and Elizabethan writers often refer to it. 

Milton made it the basis of the wdiole angelical system of Paradise 
Lost. Note that Shakespeare uses cherub as the singular of chcruhins 
(correctly, chcruMm)^ i.e. to mean ‘ a heavenly spirit not, that is, with 
our idea of a ‘ cherub.’ 

Hamlet^ v, i. 2691 
“Woo’t drink up eisel?” 

For dvW the I st Quarto has vessels ; all the other Quartos “ Esill ” 
(not in italics) ; all the Folios (in italics) ; and there can be no 

doubt that these two forms repi*esent an old word eisel or eysel^ 

‘vinegar,’: which Shakespeare uses in Sonnet in. That it was archaic 
even in Shakespeare’s time and therefore unfamiliar to his printers may 
be inferred from the fact that the Neiv English Dictionary gives no 
instance of its use later than 1634. 

D^'ink up eisel and eat a crocodile are similar fantastic ideas, and in 
making Plamlet ask these ironical questions Shakespeare alludes to a 
special Elizabethan custom. “It was a fashion of the gallants of 
Shakespeare’s time to do some extravagant feat as a pnvof of their love 
in honour of their mistresses, and among others the swallowing of some 
nauseous potion was the most frequent ” — Smger. 

This fashion is illustrated by a well-known passage in Marston’s play, 
A Dutch Courtezan (iv, i), where a lover tells his mistress how he has 
“been drunke to her [your] health, swallowed flap-dragons [i.e. burning 
substances, such as candle-ends, floating in liquor], eate glasses, stabbed 
arms, and done all the offices of protested gallantry for your sake*’’ 
There is another view. According to the usage that prevails in the 
First Folio, italic type denotes a proper name : hence a suggestion that 
Esik) as the word stands in the Folio, represents the name of some river 
(e.g. the German Vistula), and that the question is a poetic 

this is very fanciful : there is no river-name resemb- 
ling which Shakespeare’s audiences could reasonably be expected 
to know. The archaic nature of the word eisel accounts for the 
peculiarities of the printing. Similarly in Sonnet in it is spelt with 
a capital E (“ Eysell”) in the original Quarto, 


APPENDIX, 


229 


POINTS OF ELIZABETPIAN DRAMA AND STAGE-HISTORY, 
Hamlet^ ii. 2. 318—547, 

Tills is a contemporaiy allusion. Shakespeare has in mind (an<l his 
audience would at once recognise) the following episode in the annals of 
the Elizabethan stage. 

The choristers of the Chapel Royal were accustomed to act; and in 
1597 a company of boy-actors known as the Children of the Chapel/^ 
because recruited chiefly from these choristers^ were installed at the 
Blackfriars Theatre, and as they gained experience in acting won great 
popularity. There is evidence that this popularity was due to the 
superior quality of the theatre itself (where the prices charged w^ere 
high), the splendour of the dresses and elaborate stage-equipment, the 
music and dancing, in which the boy-actors would naturally excel, and 
some special features, such as the introduction of a masque-episode 
during the play or a concert before the play. These performances, Avhich 
might well be described as “priuate playes^^C since the ‘‘Children^’ 
were not on quite the same footing as the ordinary theatrical profession 
(the ‘‘common players”), became (as .Rosencrantz is made to say) “ the 
feshion”; so much so, that the regular theatres could not stand the 
competition, and their companies of actors had to leave London and 
“travel’^ in the provinces. The “noueltie^ ” or “ innovation,*’ in fact, 
of this new competition was as disastrous to them as any legal “inhihi- 
tion,” such as the closing of the London theatres, could have been. 

And possibly the allusion to their “travelling” corresponds -with the 
experience of Shakespeare’s own company of players. There seems to 
be some reason to think that they “travelled” towards the end of the 
year 1601, by which time “the Children of the Chapel [i.e. the boy- 
actors].,. had become formidable competitors of the public stage.” 

Thus much, then, as to the main allusion — the “controversy” 
between the men-actors and the boy-actors. Birt there was also a 
“controversy” connected with it, between two gi'oups of dramatists, 
and this is glanced at here in Hamlet, 

“Jealousies in the ranks of the dramatists accentuated the actors’ 
dilliculties. Ben Jonson was, at the end of the sixteenth century, 

1 The terms applied to the performances of the Children (cf. 11. s. 327) in the 
much shorter version of the passage in the first Quarto of Hamlet (1603). 
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engaged in a fierce personal quarrel with two of his fellow dramatists, 
Marstoii and Dekker. The adult actors generally avowed sympathy 
with Jonson’s foes. Jonson, by way of revenge, sought an offensive 
alliance with ‘the Children of the Chapel.’ Under careful tuition the 
boys proved capable of performing much the same pieces as the men. 
To ^ the children ’ Jonson offered in 1600 his comical satire of Cynfhiah 
R^velsy in which he held up to ridicule Dekker, Marston, and their 
actor-friends. The play, when acted by ‘the children’ at the Black- 
friars Theatre, was warmly welcomed by the audience. Next year 
Jonson repeated his manoeuvre with greater effect. He learnt that 
Marston and Dekker were conspiring with the actors of Shakespeare’s 
company to attack him in a piece called Satiro-Masfix^ or the Un^ 
tmssmg of the Humourous Poet, He anticipated their design by 
producing, again with ‘the Children of the Chapel,’ Poetaster ^ 

which was throughout a venomous invective against his enemies — 
dramatists and actors alike. Shakespeare’s company retorted by pro- 
ducing Dekker and Marstoii’s Satiro-Mastix at the Globe Theatre 
next year. But Jonson’s action had given new life to the vogue of the 
children. Playgoers took sides in the struggle, and their attention was 
for a season riveted, to the exclusion of topics more germane to their 
province, on the actors’ and dramatists’ boisterous war of personalities” 
— Lee, 

This controversy extended from about 1600 to 1604, when Marston 
was reconciled to Jonson, wdio also “ appears to have bad no subsequent 
dispute with Dekker.” Shakespeare had kept clear of it, as may be in- 
ferred from an allusion in the prologue to Troilus and and from 

passages in Ben Jonson’s Poetaster, Similarly, though he naturally 
sympathised’ with the men-actors, his own company having suffered 
from the competition, of the boy-actors, yet he rebuked the indecency of 
members of the same profession reviling each other for the amusement 
of the public. By his contemporaries he is always spoken of in terms 
of affection as “the gentle Shakespeare” — “sweetest Shakespeare” 
[IJAliegrOy 133)-— but more particularly “the gentle Shakespeare.” 

Hamlet i li. 2, 347 ; 

“Hercules and his load too.” 

The Globe Theatre referred to in these words was the one with 
which Shakespeare was associated from the time of its erection in 1599 
till his final retirement to Stratford. He alludes to its circular shape in 
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Henry F. Prol. i. 13, “this wooden O” (it was built of wood), and in 
As You Like It ^ ii. 7. 139 (“all the ■world’s a stage”), to the motto 
placed over its entrance, viz. Tains mundus agit kistrioneni^ * every one 
is a player ’ (a quotation from the fragments of Petroniiis Arbiter, a 
•writer of the Silver Age of Latinity, wlio died A.r>. 66). 

Shakespeare himself bad “a share” {IlamM^ iii. '2. 265) in the 
Globe Theatre from 1599 till about r6n, when he had retired to 
Stratford; also in the Biackfriars Theatre. From the Globe alone 
Shakespeare must have drawn an income of more than ^"500 in all, 
i.e. in his double capacity as actor and part-proprietor-— 

ii. 2. 3S3 ; 

scene individable, or poem unlimited.” 

The so-called “unities” are rules (observed in the Greek drama 
but not wdthout striking deviations), that the “ scezie ” of the action of 
a play should not change, and the time in wdiich the events occur should 
not exceed 24 hours. The only play in wdiich Shakespeare takes these 
rules into account is Tke Tempests The time of its action is only 3 hours 
(about), and the “scene” is always in the Island, though it does change 
from one part to another. 

The third unity is that of action, wdiich ordains that there should be 
only one theme in a play (as in Macheth\ and no underplot (as in almost 
all Shakespeare’s plays). 

Freedom in respect of the unities and of the principle that opposite 
elements may be combined in a play is the real Magna Charta of the 
Elizabethan romantic drama. 

Hamlet^ Ii. 2. 383, 384 s 
“Seneca cannot be too heavy.” 

No classical writer had so great an influence on Elizabethan tragedy 
as the Latin poet Seneca (died a. d. 65). Flis “Ten Tragedies ” (modelled 
on the Greek style) had been translated into English, and were often 
acted by students at the “Revels” of the Inns of Court, and before the 
Queen. The Ghost is a stock-character in Seneca’s tragedies. Like 
Euripides, Seneca is remarkable for his maxims and sententious sayings, 
many of •which are reproduced by the Elizabethan dramatists. The old 
I/amkl'play was no doubt Senecan in style, and we get a siimval of it 
in the moralising element of Shakespeare’s Play-scene. It is quite 
likely that Shakespeare read some of Seneca’s works in the original 
as a schoolboy, the tragedies being a favourite school-book. 
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Hamlet i il, 2, 407 — ^411. 

In the Elizabethan public theatres female parts were played by young 
men or boy-actors, a fact which probably had some bearing on the plots 
of plays, especially in the use of disguises (e.g. Portia, Rosalind). Cf. 
Coriokmiis, ii. 2, 100, When he might act the woman in the scene,” 
and Rosalind’s words in the Epilogue to As Van Like It, *'‘'if I were a 
woman.” So in Antony and Cleopatra, N. 2. 216—230, where squeak- 
ing ” is scornfully applied to a boy’s high-pitched treble, i.e. with the 
same idea as ^^cry out on the top of question” {Hamlet, ii. 2. 328). 
After the restoration the practice of women acting in public (at private 
entertainments like Masques it bad been quite usual) was legalised by a 
Royal Patent issued in 1662. 


Hamlet, in. 2. 37-~-*43i 
“your clowns etc.” 

The Clown of the Elizabethan drama descended from the Vice of the 
Morality- plays. Shakespeare so elevated the conception and part of 
the Clown in characters like Touchstone (As ybu Like It) and Feste 
{Twelfth Night) that he may be said to have re-created the character. 
Indeed the name Clown as applied to such characters as those sounds 
misleading, at least to our ears. Later, he carried the refining process 
further, and depicted that wonderful, wistful being, the Fool of Kmg 
Lear* 

Probably Shakespeare was rebuking gently the actor Kemp, who 
played all the chief low-comedy parts in Shakespeare’s plays, such as 
Lancelot in The Merchant of Venice, Dogberry in Much Ado About 
Nothing, and Touchstone. He is thought to have been rather a 
conceited man. He may have annoyed Shakespeare by introducing 
witticisms and comic “business.” A passage in the first Quarto of 
illustrates the sort of *‘gag” which these Clowns were too fond 
of introducing. 

The eulogy of the Jester Yorick (v. i. 177—184) is thought to be 
meant for the celebrated comedian Richard Tarleton, who died in 1588 
(i.e. two years after Shakespeare came up to London from Stratford). 
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Hamlet^ III. 2. 95 — loi: 

^'you played once the university?” 

This refers to the acting of plays, mostly Lathi hut sometimes 
Englisii, by the students of Cambridge arid Oxford, at Christmas and 
on great occasions, e.g. the visit of the Sovereign or a foreign prince. 
Elizabeth, when she visited Cambridge in 1564, saw Atihilmia. of 
Plautus and a Latin tragedy of Dido. The best known English plays 
are the Pilgrimaged io Parnassus (1597 — 1598), in two parts, and the 
Return {1602), a trilogy acted at St John’s College, Cambridge, at the 
Christmas revels. Each of these pieces contains most interesting allu- 
sions to Shakespeare — '"sweet Mr Shakspere,” as he is twice described 
in the Pilgrhftage^ Part II. 

Shakespeare^s allusion here to the custom of this ""playing P the 
university” (i.e. by amateurs) is the more interesting because Hamlet 
(says Mr Lee) is the only drama by Shakespeare known to have been 
acted ill his lifetime at the two Universities. Compare the description of 
the play on the title-page of the first Quarto: "‘As it hath beene diuerse 
timis acted by his Highnesse seriiants in the Cittie of London : as also 
in the two Vniuersities of Cambridge and Oxford, and else- where.” 

We do not know whether in writing his own pl&y Jtdius Gesar 
Shakespeare used any e>dsting play on the same subject, but there were 
several, as he perhaps hints (Julius Gesar, in. i. 114 — ir6). One of 
these was a Latin piece, Epilogus Ceesaris Interfedi^ performed at 
Christ Church, Oxford, in 1582; very likely the work alluded to here in 
Hamlet — “I did enact Julius Ciesar.” 


hamlet’s age. 

It is part of the Hamlet -puzzle that we cannot say, with any certainty, 
how old he is supposed to be. 

A. The evidence which really ■weighs most is the character of his 
speeches. They are not those of a young man. ' Their qualities of 
reflection, insight, experience are beyond the scope of youth. They 
reveal the "‘fomied man”*— at any rate, to most students of 
and of life. 

This impression, due to evidence which we may call internal, is 
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I. Regular Type of Blank Terse. 

Blank verse^ consists of unrliyinecl lines, each of which, if constructed 
according to the regular type, contains five feet, each foot being com- 
posed of two syllables and having a strong stress or accent on the second 
syllable, so that each line has five stresses, falling respectively on the 
even syllables, 2, 4, 6, 8, 10. Here is an example from Ha 7 nkt 

(X. 2. 65) t 

Ht|tle mdre | than kin, | and less [ than kind,^* 

The rhythm of a line like this is a ‘‘rising” rhythm. 

Blank verse prior to Marlowe, the great Elizabethan dramatist 
whose work influenced Shakespeare, was modelled strictly on this 
type. Further, this early blank verse was what is termed “ end-stopt” : 
that is to say, there was almost always so 77 ie pause, however slight, in 
the sense, and consequently in the rhythm, at the close of each line ; 
while the couplet was normally the limit of the sense. As an example 
of this “end-stopt,” strictly regular verse, take the following extract 
from the first play written in blank verse, viz. the tragedy called 
Gorboduc 

**Why should I live and linger forth my time. 

In longer life to double my distress? 

O me most woeful wight! whom no mishap 
Long ere this day could have bereaved hence s 
Mought not these hands by fortune or by fate 
Have pierced this breast, and life with iron reft?” 

1 The metre is sometimes called ‘'iambic pentameter verse/’ but this and other 
terms of Greek prosody, with its symbols, should be avoided, since classical metres, 
Greek and Latin, are based on a different principle from English prosody. The basis 
of classical metre is the ** quantity” gf syllables, and this is represented by the symbols 
- (long syllable) and (short). The basis of English metre is stress or accent (i.e. the 
stress laid by the voice on a syllable in pronouncing it) } and stress should be 
represented by the symbols ' (strong stress) and (weak). 
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If the whole of Hamlet were written in verse of this kind 
the effect, obviously, would be intolerably monotonous. Blank verse 
before Marlowe was intolerably monotonous, and in an especial degree 
unsuited to the drama, which with its vaiying situations and moods 
needs a varied medium of expression more than any other kind of 
poetry. Marlowe’s great service to metre, carried further by Shake- 
speare, was to introduce variations into the existing type of the blank 
decasyllabic measure. In fact, analysis of the blank verse of any 
writer really resolves itself into a study of his modifications of the 
*^end-stopt'’ regular type. 


. II. . Bhakespeare’o Variations of the Eegular Type. 

The chief variations found in Shakespeare {some of them often 
comhined in the same line) are these; 

I, IVsak stresses* As we read a passage of blank verse our ear 
tells us that the stresses or accents are not always^ of the same weight in 
all the five feet of each line. Thus in the line 

“The canjker galls [ the m|fants of [ the spring^’ (i. 3. 38) 
we feel at once that the stress in the 4th foot is not equal to that which 
comes in the other feet. A light stress like this is commonly called 
a “weak stress.” Two weak stresses may occur in the same line, but 
rarely come together. The foot in which a weak stress is least frequent 
is the first. It is perhaps with prepositions that a weak stress, in any 
foot, occurs most often. Here are lines with weak stresses : 

“ And then I it startled like I a gufl[ty thing 

Upon I a fearliul sum[mons” (l, i. 148, 149)* 

“ For what | we know \ must be | and is ] as c6m(mon) 

As dn|y the | most vuljgar thing f to sense” (i. 2. 98, 99). 

“ Do not ] for e|ver with I thy valljed lids 

Seek for j thy nojble fath[er in j the dust” (l. 2. 70, 71). 

“ It fd|ded bn \ the crowjing of j the c 6 ck ” (i. i. 157). 

“Passing [ through ndlture tb [ etlrluity” (i. 2. 73). 

“ Horajtio says | ’tis bdt ] our fanjtasy ” (i, i. 23). 

^ Dr Abbott estimates that ratber less than one line of three has the full nuraher 
of five strong stresses, and that about two lines out of three have four strong stresses. 
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It may not be amiss to remind tbe young student that in reading a 
passage of Shakespeare aloud he should be careful to give the weak 
stresses as weak, i.e, not lay the same emphasis indiscriminately on all 
the stressed syllables* 

Inverted stresses\ The strong stress may fall on the first of 
the two syllables that form a foot — as the student will have observed 
in several of the lines quoted above. The following extracts also 
contain examples ; 

Angels 1 and minlistfers | of grace ] defend (us) ” (i. 4. 39)- 

Doom’d for | a cert]am term | to walk | the night. 

And fbr j the day j confined j to fdst | in fires “ (i. 5. lOj ii)* 

heart, [ lose not | thy nalture ; let | not ev(er) 

The soul I of Nelro dnjter this ] firm bds(om) ” 

(in. 2. 376, 377). 

“In e[qual scdle [ weighing [ delight [ and dole” (l. 2. 13). 

“Taint not | thy mind, [ nor let | thy soul | contrive 

Against ] thy in6th|er aiight: j leave her J to hea(ven) ” 

(I. 5. S5, 86). 

“ Torching 1 this dreadjed sight, I twice seen ] of us ” (i. i. -25). 

“Lodks it 1 not like ] the king? [ mark it, | liora(tio)” (i. 1. 43). 

Inversion of the stress is most frequent after a pause: hence the 
foot in which it occurs most often is the first (i.e. after the pause at the 
end of the preceding line). There may be two inversions in one line, 
as some of the examples show ; but they are seldom consecutive. This 
shifting of the stress generally emphasises ^ word. It also varies the 
regular “rising rhythm” of the normal blaidc verse by a “falling 
rhythm,” 

3. Extra syllables. Instead of ten syllables a line may contain 
eleven or even twelve. An extra syllable, unstressed, may occur at 
any point in the line, and usually comes before a pause : hence it is 
commonest in the last foot (the end of a line being the commonest place 

3 - Cf. Mr Robert Bridges’s work, Miliods Prosody^ pp. 19—21, where Milton’s 
use of inversions is fully analysed and illustrate^ jn a way that helps the study of 
Shakespeare’s inversions, 
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for a pause), and. frequent about the middle of a line (where there is 
often a break in the sense or rhythm). Compare 

*‘The ver|y place | puts toys j of des|pera(tion) ’’ (l. 4. 75)' 

Nor ^Yllat I he spake, | though it ( lack’d form | a Ht(tle), 

Was not I like mad (ness). | There’s somejthbg hi ( his soul” 

(ni. I, 163, 164). 

‘*Her mood | will needs | be pit(ied). | 

What would | she have?” (iv, 5. 3). 

“ Blit that I this foljly doiits (it), | 

Let’s fdijlow, Ger(ti'ude) ” (iv. 7. 19 1)* 

‘®And hiirt j my br6th(er). j 

I’m satjisfrd j in iia(ture)” (v. 3. 232). 

An extra syllable, unstressed^, at the end of a line, as in most 
of these examples, is variously called a “double ending” and a 
“feminine ending.” The use of the “double ending” becomes in- 
creasingly frequent as Shakespeare’s blank verse grows more complex. 

Double endings” increase® from 4 per cent, in Lovis Labour's Lost 
to 33 in The TemJ>esi, middle plays such as Henry V. having a 
percentage of about 18. The percentage of “double endings” i's 
therefore one of the chief of the metrical tests which help us to fix the 
date of a play. In fact the use of “double endings” is the commonest 
of Shakespeare’s variations of the normal blank verse. The extra 
syllable at the end of a line not only gives variety by breaking the 
regular movement of the ten-syllabled lines, but also, where there is 
no pause after it, carries on the sense and rhythm to the next line. 

Sometimes two extra syllables occur at the end — less commonly, in 
the middle— 'Of a line. Compare 

“My lord, ( I came | to sde | your f£th|er’s fu(neral)” (i. 2. 175). 

“tJntb I that element) 5 | but long | it could | not bd” (iv, 7, iSo). 

“O’erbears 1 your df(ficers). | The mblble call | him lord” 

(iv. S- 85)- 

“ Sprdng from I neglec|ted love. 1 How now, | Ophq(lia)” 

(III. I. 178). 

3 . An extra syllable that bears or would naturally bear a stress is rare in 
Shak«5speare, The use of such syllables at the end of a line is a feature of Fletcher’s 
verse, and die frequent occurrence of them in Henry VIII, is one of the metrical 
arguments that he wrote a good deal of that play. Milton has one dr two instances 
in cf, 633, “ Bore a bright golden flower, but not in this (Eofl),” 

3 The metricaVstatistics in these “ Hints” are taken from various sources. 
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— it is termed ‘*imstopt’^ or “rmi-on.” There is a progressive in- 
crease of unstopt ” verse in the plays. The proportion of unstopt” to 
*’^end-stopt” lines is in Lom^s Labour's Zi?i‘/only i in i8 (approximately) ; 
in The Winter's Tale it is about i in 2. The amouiitj therefore, of 
“ unstopt” verse in a play is another of the metrical tests by wliicli 
the period of its composition may, to some extent, be inferred. But 
necessarily it is not a fixed test, since sensibility to sound depends on 
the individual ear, and even punctuation is an uncertain quantity. 
Roughly, however, we may say that the sound and the sense go together, 

5. A syllable slurred^ Provided there be only one accented 
syllable, there may be more than two syllables in any foot* ^ It is he ^ 
is as much a foot as ‘ His he^ f *we will sel•ve ^as * w^ell serve’ 5 ‘ it is 
over * as ‘ ’ tis o’er.* 

Naturally it is among pronouns and the auxiliary verbs {and 
positions\ that we must look for unemphatic syllables in the Shake- 
spearian verse. Sometimes the unemphatic nature of the syllable is 
indicated by a contraction in the spelling. Often, however, syllables 
may be dropped or slurred in sound, although they are expressed to 
the sight” (Abbott), 

This principle that two unstressed syllables may go in the same foot 
with one stressed syllable is veiy important, because feet so composed 
have the rapid, trisyllabic effect which tends much to vary the normal 
line. This trisyllabic rhythm is a recognised element of English verse^, 
especially in the foot which classical prosody calls an anapcest 
Examples are; 

“ Whereof I he’s the head. [ Then £f | lie says | he loves (you)” 

(!• 3- H)- 

“ Of fmlpions stub|bornness j | ’tis unman|ly gritf ” (i. 2. 93)- 
This rhythm is specially characteristic of the later plays. Compare 

“But that 1 the sed, I mounting I to the ^ weljldn’s cheek” 

{The Tefnpesli i. 2. 4). 


numerous (21) in Macteih (1606), and ** weak endings’- Antony and Cleo^aim 

(1608), Some of the early plays have neither “ light endings” nor weak.” Some 
have a very few “light endings.” Of “weak endings”.no play has moretlian two 
up till Antony and Cleopatra, The proportion of these endings— “ light ” and 
“weak”— is therefore another of the metrical tests applied to the later plays 
(Ingram). 

1 it was “ a marked feature of the Old English alliterative verse ” (Mayor). 

2 Sometimes in such cases the FoHo prints th\ showing that the word was meant 
to be slurred (Abbott). 

V. H. 16 
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^*And Ii^re | was | by the sailjors. Thoii, | my slave” 

{The Te^jipesty I. 370). 

Him that [ you term'd, sir, | ^The good | old lord, | Gonza|lo’” 

{The Tempest, Yn i. 15), 


the last I night’s storm \ I sdch | a fdl|low saw” 

{Kin^ Lear, iv* I. 34)* 


6. Omissions^ After a pause or interruption there is sometimes an 
omission (^z) of a stressed or unstressed syllable (oftenest in the first 
foot), or even ip) of a whole foot. 

*^It is obvious” (says Abbott) ^*that a syllable or foot may be 
supplied by a gesture, as beckoning, a movement of the head to listen, 
or of the hand to demand attention ” j or the blank may be accounted 
for by an interraption, such as the entrance of another character, or by 
a marked pause or break in the sense. Compare 


(a) ‘^As he I would draw [ it. \I 2 amUt ^^peruses^^l | Long stay’d | 
{Hamlet, ii, i. 91). 

«And falls I on th’ 6th[er. [Enter Lady AL] 1 How now! \ what 
: news} ^^ {Mackth, i, 7. 28). 

“FlAtterjersl [Tzerns to Bruiiis'\ | Now, Bru|tus, thank | yourself” 

{Julius Ceesar, v. i. 45). 

** Messapa ! [Messala hirns and salutesi | What says | my genlerM? ” 

{Julius Ccesar, i» yo). 

“Wh6 1 comes h 4 re? | The w6r|thy thane | of E.6ss” 

{Macbeth, I. 2. 45). 

‘‘Majny years [ of hap[py days | befal” {Richard II* I. i. 20). 

‘‘Then ] the whining schoollboy with 1 his sat|chel ” 

{As Ym Like It, 11* 7. 145), 

{b) “Must give | us pause, \ [Medztatim] [ There’s the | respect” 

{Hamlet, in* i, 6 S)» 

“He’s td’en. j [Shout] | And, Mrk ! | they shoiit j for joy ” 

{Julius Ccesar, Yn 3. 32). 


1 


7. Lines of irregular length* Shakespeare uses lines of thx*ee feet 
often; less frequently, lines of two feet, especially to break the coume 
of some passionate speech ; lines of four feet ; half-lines occasionally ; 


* - brief .questions, answers and exclamations, which metrically need not 
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l, ' , , ... ... 

I count; and rarely lines ■with six strong stresses, i.e. Alexandrines^ 

i (the sonorous type of verse which ends each stanza in Th& Faerie 

Queene), 

f Asa rule, the use of a short line corresponds with something in the 

sense, e.g. a break (as at the end of a speech), agitation, conversational 
effect of question and answer, strong emphasis. Thus agitation, is 
obviously expressed by the metrical breaks in Horatio’s apostrophe of 
the Ghost (i, i. lep, 153, 135), and passion of varying moods by the 
pauses in Hamlet’s soliloquy (ii. 3. 525 — 565). At the close of a speech 
a short line gives perhaps greater emphasis, and certainly variety. 
There are not a few lines which look somewhat like Alexandrines 
I (** apparent Alexandrines/’ as Abbott calls them) but -^yhich on examina- 

tion are found not to have six unmistakeable stresses. Thus in many 
seemingly long lines one syllable or more can be slurred or elided or 
; treated as extra-metrical. 

We have already noted several illustrations— i. 3. 94, 119, 175 j 
■ X, 3. 34; IV. 5. 85 ; IV. 7. iSo, 191; V. 253— and the following 

I may be added ; 

(a) Hail to I your 16rd(ship) 1 I 

I’m glad I to sde [ you well” 

(1. 2. 159). 

(^) “ But ne’er * th’ offence. | To bear [ all smooth \ and e{ven)” 

i (IV. 7). 

I {c) *Hn huglger-miigger | t’ int4r (him) : [ poor Olphelia” 

I (IV. 5. d 7 ). 

I Here in the third foot the unstressed syllable at the end is partially 

absorbed into the strongly stressed syllable that precedes, and the whole 
foot illustrates the principle that two unstressed syllables may go in the 
L same foot with one stressed syllable. 

j, {e) **ril be I your foil, | Laer(tes) : [ in mine | igh’rance^” 

- (V* 2. 243).. 

1 So called either from Alexandre Paris, an old French poet, or from the Roman 
d'Alexatidrei a xeth century poem about Alexander the Great, written in rhymed 
i lines of six feet, in couplets. It is the metre of French tragedy (e.g, of the 

i tragedies of Racine and Corneille). 

I 2 In. this and similar cases the symbol ’ is intended to show that a vowel 

I : is ignored in the scansion, though heard more or less in pronunciation. There is no 

k means of marking the different degrees of slurring ; thus, ig^iranca represents 

?i with fair accuracy the pronunciation which must be given here, whereas oFTcers 

I in IV. 5. 85 or futiral In. i. a. 175 would over-emphasise the slurring sound required 
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Again, some seemingly six-foot lines are really “trimeter couplets’®: 
that is, “couplets of two verses of three accents each... often thus printed 
as two separate short verses in the Folio.... Shakespeare seems to have 
used this metre mostly for rapid dialogue and retort, and in comic and 
the lighter kind of serious poetry’' (Abbott). Generally some notion 
of division is suggested, e.g. in I. 5. 6, XIX. 4. 93 (divided between two 
speakers, as is often the case with the trimeter couplet). 

These, then, are the chief modes by which Shakespeare diversifies 
the structure of regular blank verse. Their general result has been 
well summed up thus : they make the effect of Shakespeare’s xnaturer 
blank verse rather rhythmical than rigidly metrical, i.e. more a matter of 
stresses distributed with endless variety than of syllables calculated and 
accented according to a normal standard ; and there is a progressive 
development in the trisyllabic direction. Every student should grasp 
these variations thoroughly, particularly the first five, and observe the 
illustrations of them that occur in any play (especially the later plays) 
that he may be studying. 

And he must, of course, remember that scansion depends much on 
the way in which a writer abbreviates or lengthens sounds, as the metre 
requires. 

Abbreviation comprises all the cases in whicn a syllable does not 
count metrically — whether it be elided^, or slurred. Many abbre- 
viations belong to everyday speech, others to poetical usage. 

Of lengthening of sounds the most important example is the scansion 
of a monosyllable as two syllables K 

For full details the student must refer to the standard authority, viz. 
’Dx AhhotVs S/ial'es^earzati Grammary pp, ^^4. — 387. 
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Is there much rhyme ? the play is early# 

Is there little rhyme? the play is late. 

** In Lovf^s Lahow^s Losi there are about two rhymed lines to every one 
of blank verse. In The Cetnedy of Errors there are 3S0 rhymed lines 
to 1150 unrhymed. In The Te^npesi rhymed lines occur; in The 
Ta/j? not one (Dowden)# 

In applying the rhyme test we must exclude the cases where there 
is a special reason for the use of rhyme — as in the Witches-scenes 
of Macbeth, Thus the rhyme of the Masque in Act IV. of The Tempest 
has no bearing whatsoever on the date of the because Masques 
were usually written in rhymed measures. Similarly all songs such as 
we get in Ms You Like It, The impest, md The 
of course, be excluded. Again, the Play-scene in Hamlet (iir. ^2) 
is designedly written in the manner of the old-fashioned rhynied tragedy. 

Let us consider for a moment the reasons which led Shakespeare to 
adopt blank verse and gradually abandon rhyme. 

As a medium of dramatic expression blank verse, of the varied 
Shakespearian type, has three points of superiority over rhyme i 

I. Haturahiess, Rhyme is artihcial. It reminds us, therefore,—* 
perhaps I should say, never lets us forget—that the play fr a play, 
fiction and not reality, because in real life people do not converse in 
rhyme. Especially in moments of great emotion does rhyme destroy 
the illusion of reality; we cannot conceive of Lear raving at Goneril 
in rhymed couplets. Blank verse on the other hand has something 
of the naturalness of conversation, and naturalness is a very great help 
towards making fiction appear like truth, 

3* Freedom* The necessity of rhyming imposes restraint upon a 
writer such as blank verse obviously does not involve, and often forces 
him to invert the order of words or even to use a less suitable word. The 
rhythm too of the rhymed couplet tends strongly the sense 

within the limits of the couplet, whereas in the blank verse of a skilful 
writer the sense “runs easily from line to line- In fact, in the 
rhymed couplet the verse is apt to dominate the sense; while in blank 
verse the sense finds unfettered expression. And so blank verse has not 
only something of the naturalness but also something of tlie freedom of 
conversation. 

3. Variety* In a pamgraph of rhymed coupkts tlie pauses in the 

sense and therefore in the rhythm are monotonous. We constantly 
have.a pause at the end of the first line and almost always a loause at 
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the end of the second, With the uniformity of a passage composed in 
this form contrast the varied rhythms of such blank verse as that of The 
Tempest^ where the pauses are distributed with ever-changing diversity 
of cadence. 

Again, the rhyme of a long narrative poem when read, or of a short 
lyric when recited, has a pleasing effect ; but in a long spell of spoken 
verse I think that the sound of rhyme, tliough at first agreeable to it, 
gradually tires the ear- 

These considerations on the comparative merits of rhymed and 
unrhymed verse on the stage should be tested by careful reference to 
the Play-scene in Hamlet (m. 2). 

What rhyme we do get in Shakespeare’s later plays is mainly at the 
end of a scene, when it serves to indicate the conclusion, and (less 
commonly) at the close of a long speech, when it forms a kind of 
climax. As to the former use (cf. i. 5. 189, 190) Dr Abbott says: 
*‘Ehyme was often used as an effective termination at the end of the 
scene. When the scenery^ was not changed, or the arrangements were 
so defective that the change was not easily perceptible, it was, perhaps, 
additionally desirable to mark that a scene was finished.” 

And just as rhyme often marks the close of a scene so it sometimes 
marks the close of a chapter in a man’s career, and suggests farewell. 
A strildng example of this use of rhyme occurs in As You Like It, 
II. 3. 67 — 76, where old Adam and Grlando, about to set forth on 
their expedition, severally bid farewell to their former life. Similarly 
‘m Richard IL ii. 2. 142—149, the rhyme expresses the feeling of the 
King’s favourites that their period of prosperity is over and they are 
parting for ever j while in v. 5. no— 119, it emphasises the tragedy of 
the close of Richard’s life. Again, m King Lear ip. comparatively late 
play, 1605 — 1606) the banished Kent is made to use rhyme in his 
leave-taking (i. i. 183 — 190). 

One other noticeable purpose of rhyme is found in plays as late as 
Othello (about 1604) and Lear, viz. to express moralising reflections 
on life and give them a sententious, epigrammatic effect. Dowden 
instances Othello, I. 3. 202 — 219, and li. i. 149—161. This use of 
rhyme is natural because proverbial wisdom so often takes a rhymed 
form, Maxims stick better in the memory when they are rhymed, 

1 There was no moveable scenery* the only outward indication of the locality 
intendedwas some stage ‘property a bed to signify a bed-chamber ; atable 

with pens upon it to signify a counting-house ; or a board bearing in large letters the 
name of the place 





: HINTS ON METRE. ■ 

IV, Sliakespeare's Rse^ of Prose. 


The chief use to which Shakespeare puts prose is as a conversational 
medium of expression. He introduces it where he wishes ‘Ho lo-wer the 
dramatic pitch,” and does not desire a poetical effect: where, in 
fact, he wants to convey the impression of people talking together# 
This use is illustrated so fully in Hamlet that it is needless to par« 
ticularise. Attention, however, may be drawn to the interesting 
transitions from prose to verse and verse to prose in the same scene, 
e.g. in II. 's; ill. 25 V. i j V. 2. These alternations are very suggestive 
as indications of change of mood or circumstances, and the motive in 
each case should be carefully considered. It should be observed too 
how characters conceived in a wholly tragic spirit speak only in verse 
while prose may be used to convey an impression of unreality where a 
character is dealing in a trifling or assumed manner with some serious- 
emotion. Hence in the great tragedies like Hamki^ “the normal 
of expression is verse. Prose is here used only for special reasons. 

The use of prose next in importance is for comic parts and 
speech of comic characters like the “Clowns” of the comedies, e.g. 
Touchstone in As You Like If, who never drops into blank 
Indeed, in this and the other comedies of Shakespeare^s middle 
period, prose becomes practically “the language of comedy,” its 
natural means of expression. Muck Ado Adout Nothing really 
“ a comedy.” 

Prose is commonly assigned to characters of humble position, 
e.g. servants, sailors (iv. 6) and soldiers like Bates, Court and Williams 
in Henry V» It is the normal medium in scenes of “ low life, 
as the Grave-diggers' scene in Hamlet (v. i). Thus in Henry 
Hostess, Bardolph, Nym and the Boy speak wholly in prose as 
at once humorous (three of them unintentionally) and of humble status 
and the same remark applies to the Grave-diggers, whom the stage 
directions describe as “ clowns.” 

Other minor uses of prose by Shakespeare are for letters (IV. 6), 
proclamations, documents, etc., and occasionally (as though even blank 
verse were too artificial) for the expression of extreme emotion and 

1 Strictly, it does not come under the heading “metre” ; but it is convenient to 
treat the subiect here. See Abbott, o. 4.20 : also The Ace of Shakesieare^ n. 
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mental derangement. Compare Ophelia in the mad-scene, iv. 5, and 
Lear^ III. 4 5 similarly Hamlet and Edgar {Lear^ III. 4, IV. i) are both 
made to use prose when they are feigning insanity. 

Ill one of the most remarkable passages m Hamlet (^Hhis goodly 
frame...the paragon of animals,’^ II. 4 . 290— ^298) the prose is not 
specially introduced to express a particular tone of thought or emotion ; 
it merely continues thQjbrm of the preceding dialogue, for the sake of 
general harmony of effect, but breathes into that fonn the spirit of the 
loftiest imaginative ardour. The passage, indeed, like many in the 
Bible, is a signal illustration of the poetical resources of prose. 

It has been noted that Hamlet invariably uses prose in speaking to 
Ophelia and Polonius, Eosencrantz and Guildenstern. Bitterness and 
contempt, irony and wit, and abruptness of thought or feeling, find 
vent more naturally and pointedly in prose than in blank verse. 

Shakespeare’s use of prose increases as the character of his plays 
grows more varied and complex. Richard //., written five or six years 
before Henry F*, has no prose. The amount of prose in a play there- 
fore is an indication of its date, like the amount of rhyme, though not so 
conclusive an indication. 




I. INDEX OF WORDS AND PHRASES. 


This List applies to the Notes only / words oj which longer explana- 
tions ai'e given will be found in ///^ Glossary. The nferences are to the 
pages. 


Abbreviations:-— 

adj, = adjective. intr. = intransitive. n.=noim. 
vb=verb. 


a (=one) 2ir 
about, my brain ! 169 
abridgment 165 
absolute 203 
abuse (11.) 198 
abuse (vb) 153, 170 
accident 379 
act (= effect) 146 
action 184 

action of battery 203 
addition 1 50, 1 56 
admiration 182 
a-down a-down 1 95 
affection 166 
affront 170 
all the uses 145 
allow 143 
allowance 175 
amaze 147, 169 
amber too 
amiss (n.) 192 
an ( = 011) 152 
anchor’s cheer 179 
and (redundant use) 203 
answer (n.) 210, 21 1 
antique 167, 212 
antiquity 194 
appal 169 
appointment 197 


approve 13S 
argal 202 

argument 163, 178, 179 
arm ( = prepare) 383 
armed at point 146 
arrest (n.) 158 
article 139, 209 
as l = as if) 157, 194 
as ( = namely) 209 
as level as 189 
aspect 168 
assay (n.) 156 
assay (vb) 170 
assign (n.) 209 
assurance 203 
at foot 190 
attend 210 
attribute 150 
audit 184 
aunt-mother 164 
auspicious 142 
avouch 139 


baked meats 146 
bank of tlowens 178 
bare (—mere) X72 
batten 186 
bear in hand 15S 
beautified 159 
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card '10$, 'zoS 
carp 156 

carry it away 163 
carve for himself 147 
cast beyond ourselves 157 
cataplasm 200 
cautel 147 

caviare to the general 166 

cease (n.) 183 

censure 149, 175 

centre ( = of the earth) 160 

chalice 200 

challenger 198 

change (vb — exchange) 146 

changeling 207 

chanson 165 

character (vb) 148 

charge (n.) 207 

chariest 148 

checking at 198 

cheer 179 

cherub 190 

chief in that 149 

chopine 165 

chorus 180 

chough 208 

cicatrice 190 

circumstance 170, 184 

clamour i6S 

clepe 150 

climatiire 141 

closely 170 

closet 157 

coagulate 167 

cockle hat 192 

coil 171 

colleagued 143 

collection 192 

colour (in) 1S7 

colour (vb) 16 1, 170 

columbine 196 

come tardy off 175 

comma 207 

commendable 144 

commission 183, 206 

complete 151 

complexion 151, 167, 208 
comply with 2io 
compost rS; 
comrade 149 
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beaver* 147 
bedded 187 
beetles o^er 152 
before my God 139 
bent (n.) 183 
berattle 16$ 
bespeak 159 
be.^tow 168, 170 
beteem 146 
bevy 210 
bias 156 

bisson rheum 168 
bitter i6g 
blank (ir.) 189 
blank (vb) 179 
blast (vb) 141 
blench i6g 

blood ( = passion) 176, 19 1 

blown 173 

board (== accost) 160 

bodkin 172 

body of the time 175 

bond 149 

bonnet 208 

bore {=: calibre) 197 

bound (= ready) 152 

bourn 172 

box 203 

brainish 189 

brave 162 

bravery 207 

breathing time 210 

broad 185 

broker 149 

brooch 199 

button 148 

buz, buz I 165 

by and by 1S3 

by Saint Patrick 154 

by the card 203 


calendar 20S 

can (old independent use) 199 

candied 176 

canker 148 

canon 145 

canonized 15 1 

capable 175, 187 

cap-a-pe 146 

Capitol 176 
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daggers 183, 1 86 
daisy 197 
damned ghost 176 
dead vast 146 
dear concernings 188 
dearest 146 
dearth 209 
declension 160 


eager I50> I53 
eale 151 
ecstasy 157 
effect 187 
eisel 205 
election *207 

emulate (= emulating) 139 
enacture 179 


conceit 168, 187, 193, 209 

concernancy 209 

confess thyself 202 

confine (n.), 142, 160 

congrue 190 

conjunctive 19S 

conjuration 207 

conscience 172 

consequence 156 

consonancy 161 

constantly 147 

consummation 17 1 

continent (n.) 191, 208 

contract 202 

contraction 185 

conversation 176 

convey 183 

conveyance 203 

convoy 147 

cope (vb) 176 

cote (vb) 162 

count (n.) 198 

countenance 189 

counter 194 

counterfeit r86 

couplet 205 

cousin 143, 176 

cracked within the riifg 165 

crants 204 

crescent 147 

cries on liavoc 212 

croaking raven 180 

crook (vb) 176 

crow-flower 201 

crowner 201 

cry In.) 181 

cry (vb) 194 

cue 16S 

cunning (n.) 200 
curb (vb) 187 
custom 187, 194 


decline (vb) 153, 167 
defeat 169 
defeated 142 
delated 143 . 
deliberate pause 190 
demi-natured 199 
deprive your sovereignty of reason 
I5'2 

destroy 179 
determination 174 
difference 197, 208 
digested 166 
direction 157 

disappointed (=: unprepared) 154 
disaster 141 
disclose (11.) 174 
disclosed 148, 205 
discourse 146, 173, 19 1 
dismal :2 1 3 

dispatched (== deprived) 153 
disposition 152 
distempered 182 
distilled 146 

distract {== distracted) 191 
distrust 178 

divide him inventorially 20S 

divinity 194 

document 196 

dog will have his day 205 

dole 142 

doom 185 

doomsday 141 

doublet 157 

doubt (= suspect) 1 47, X 59 

dout 201 

down -gyved 157 

dram of eale 151 

drift of circumstance 170 

drift of question. 156 

drink up 205 

dropping 142 


252 


INDEX OF WORDS 


encompassment 156 
encounter i6o 
encumbered 155 
end (n. tissue) 179 
engaged 184 
enginer 188 
entreatment 149 
enviously 19 1 
erring 141 
escoted 163 
eternal blazon 15^5 
even and direct 16 1 
event 19 i 
exception 211 

exclaim against their own suc- 
cession 163 
excrement 187 

exercise ( = act of devotion) 170 

expectancy 173 

expostulate 158 

express (adj.) 162 

expressed in fancy 149 

extent 164 

extinct 149 

extravagant 141 

eyas 162 

eyrie 162 

fair (adj.) 173 
false fire 181 
false steward 196 
famous ape 188 
fardel 172 
fare 176 
fashion 147 
fast (vb) 152 
father 167 
favour 204 
fear (=fear for) 194 
feat (=deed) 198 
feature 173 
fee 152, 191 
feelingly 208 
fellowship 1 81 
felly, felloe 167 
fennel 196 

fetch of warrant 156 
find (legal sense) 201 
find Mm not 174 
fine (= delicate) 195 


fine (—end) 203 
fine (n., legal sense) 203 
fingered 106 
fishmonger 160 
flattering unction 187 
flaw 204 
flushing 146 
foil 21 1 

fond (==foolIsli) 154, 210 

fools of nature 152 

for (= instead of) 204 

for and 203 

for mine ease 208 

for this relief much thanks 138 

for to 174 

fordo 157, 204 

forged process 153 

forgery 199 

forty (used indefinitely) 205 

four (used indefinitely) 160 

frailty 146 

frame 1 61, 182 

free 169, 180 

freely 162 

fret me 1S3 

fretted 162 

from (—away from) 175 
front ( = brow) 186 
fruit (= dessert) 15S 
full of bread 184 
function 168 
fust (vb) 191 

gaingiving 210 
garb 164 

general assault 156 
general censure 15 x 
general gender 198 
general groan 1S3 
generous 149 
gentry 158, 20S 
gib 188 
gibber 140 
gilded 184 

give him a further edge 17a 
give it welcome, 1 55 
give the assay 158 
give them seals 183 
give you 138 
glass of fashion 173 
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globe (=1iead) 254 
go about 182 
go to ’t 207 

God be at your table 193 
God ’ild you 192 
good kissing canion 160 
gorge 204 
grained 1 86 

green (= inexperienced) 149 

greenly 193 

grief (==; grievance) 174 

groundling 174 

gules 167 

gulf 183 

kabit 187 
handsaw 164 
hanger 209 
happily 141? 164 
harbinger 141 
hardy 152 

has (= possesses) 210 
hatcnment 197 
haunt (n.) 1S9 
hautboy 177 
havoc 212 

head ( = occasion) 140 
hearsed 151 
hebenon 153 
bent 185 

her speech is nothing 191 
herb of grace 196 
hey nonny, nonny 195 
hey-day 186 
hie £t tibiquef 155 
hide fox, and all after 190 
iiillo, ho, ho... come 154 
hire and salary 184 
his (-its) 138, 151, 184, i 94 » I99j 
20S 

hoar 2GI 
hobby-horse 177 
hoist with his own petar 188 
hold (r= hold together) 154 
hold their course 197 
holds quantity 178 
home (--to the Ml) 184 
honest 166, 17^ 
honesty 160 
hoodxnan-blind 186 
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hugger-mugger 193 
humorous man 162 
hunts not the trail 258 
husbandry 149 
Plyrcanian beast 166 

Fil cross it, though it blast me 
141 

idle j 59, 176 

Immediate 144 

impart 144 

imperious 204 

imponed 209 

import (vb) 199 

important 187 

imposthume 19 1 

impress (n.) 139 

in a riotous head 194 

in happy time 210 

in his eye (=in his presence) 190 

in little 164 

in neither aught 178 

in part 142 

in the beaten way of friendship 
161 

in the best 153 
in the gross and scope of 139 
in the top of 166 
,n this consequence 156 
n yourself ( = personally) 157 
ncapable of 201 
ncorpsed X99 
ndex 185 

ndijfferent 160, 173 
ndifferently 175 
ndirection 157 
ndued unto 201 
nexplicable 175 
nfluence (in astrology) 141 
nfusion 209 
ngenious 205 

nlieritanoe(=s possession) 139 
nheritor 203 
nhibition 162 
nquire me 155 
nstances that.. .move 179 
nterpret 180 
numed 151 

investment (—robe) 149 
it (—its) 147 
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jaw-bone 202 
jealousy 157, 19a 
jig 167 

John-a-dreams 109 
jointress to 142 
journeyman 175 
jowl 202 

jump (= exactly) 1395 213 
just (= honest) 176 

keep (vb= lodge) 156 

keep you in the rear of 148 

keeps himself in clouds 193 

kept short 189 

kettle (= kettle-drum) 21 1 

kettle* drum 150 

kibe 204 

kin 143, 

kind I43 

kindless 169 

know a hawk from a handsaw 164 
know thou a more horrid heiit 

laid the odds on 211 

lapsed in time 187 

lapwing 210 

larded 192 

last night of all 13S 

law and heraldry 139 

law of writ and the liberty 

lazar-like 153 

leave (—cease) X 79, 186 

lenten 162 

leperous 153 

let (■= hinder) 152 

liberal 201 

lie (intrans. vb) 184 

life-rendering pelican 195 

lightness 160 

likes (vb) 158, 21 1 

limed 184 

list (=: boundary) 194 

livery 199 

living 206 

loggats 203 

long purple 2ot 

lose the name of action 172 

luxury 154 


machine 159 

mad north-north-west 164 
made a good end 197 
main ( — central point) 158 
main (= mainland) 190 
mainly 198 
make a pass 185 
make mad the guilty 169 
make mows at 163 
market 19 1 
mart 139 

masterly report 199 

matin 154 

may undergo 1 5 1 

mazzard 203 

me ( = for me) 148, 155 

meed 209 

merely 145 

merit 172 

miching mallecho 178 
might (= could) 139, 159 
might his quietus make 172 
milch 168 
inincFs eye 146 
mineral (=mine) 189 
mobled 168 
model 207 

modesty 166, 175, 204 

moiety 139 

moist star 141 

mole 150 

moment 172 

mope 186 

more and less 212 

more handsome than fine 166 

more honoured 150 

more nearer 156 

more rawer 209 

more relative 1*70 

moreover (used as a conjunction) 

. 158' . . 

mortal coil 171 

mortised 183 

most necessary ’tis 179 

mote 140 

motion 186, X99 

mountebank 200 

mouse (term of endearment) 188 
mow (n.) 163 
murdering-piece 193 
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mutes 1^8, 212 
mutine (n.) 206 
mutine (vb) 186 

napkin 21 1 

nature’s journeyman 175 
nature’s livery, or fortune’s star 

151 

naught ( = naughty) 17S 
necessity 193 " 

Neinean lion 152 
nerve 152 
neutral to 167 

nickname God’s creatures 173 

niggard of question 170 

no leisure bated 206 

no money bid for argument 163 

no more 171 

nor. ..not 173 

not... cannot 146 

not thinking on 177 

not to be 170 

noyance 1S3 

numbers (averse) 159 

obsequious 144 

occiirrcnt 212 

odds 21 I 

o’er-raught 170 

o’er-reacli 203 

o’er-sized 167 

o’ertook in ’s rouse 156 

of (-on) 197 

of easiness 202 

of memory 213 

of HO long life 17 1 

of vantage 184 

of very liberal conceit 209 

offence 184 

office 172 

omen (=thc calamity portended) 
, 141 

ominous horse 167 
on mount 19S 
on the top of 163 
one defect 15 1 
operant 179 ■ 

opposite 179, 207 
orchard 153 
order 204 


ore 189 
orison 172 
out of frame 143 
out of thy star 159 
out of tune 173 
out-herods Herod 175 

packing 189 
paddoede 188 
painted tyrant 167 , 
painting 173 
pair of indentures 203 
pajock 181 
pall (vb) 206 
pander I 86 
pardon (n.) 143 
pai'le 139 
partisan 141 

pass {=:a thrust) 185, 200, 207 

pass (vb) 212 

passage 199, 213 

passion’s slave 176 

patch 187 

peace-parted 205 

peak 169 

peculiar I S3 

pelican 195 

perdy 182 

perfume 172 

perilous 149 

periwig 174 

perpend 159 

perse ver 144 

petar 1S9 

picked (= spruce) 204 
pickers and stealers 1S2 
picture 186 
pigepn-livered 169 
pi oner 15 5 
pitch 172 
plausive 151 

played the desk or table-book 1 59 

plurisy 199 

poem unlimited 165 

poesy, posy 178 

pole 138 

politic 190 

politician 202 

porpentine 152 

posset (\b) 153 
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potent witli such spirits 170 

practice 15S, 199, 202, 212 

pregnant 160, 176 

prenominate 1 56 

prescript 160 

presence 211 

present (adj ,) 1 90, 2 06 

presently 160, 176, 1S3, 213 

pressure (=impression) I54» 175 

prevent 161, 174 

primrose path 148 

primy 147 

probation 142 

process 153, 184, 190 

progress 190 

prologue 178 

promise-crammed 176 

promontory 16 1 

proof eterne 167 

proper 207 

property 157, 169, 202 
proportion 143 
Provincial roses I S I 
puffed 148 
purgation 182 
push (n.) 206 
put on 149, 156, 213 

quaintly 156 

quality ( = profession) 163 
quarry 212 

quest ( — inquest) 202 
question 163 
questionable 15 1 
quiddity 203 
quillet 203 
quoted 157 

rack 167 
ranker rate 191 
razed shoes i8r 
reach (n*) 156 
reckon 159 

recks not his own rede 148 

recognizance 203 

recorder 182 

recover the wind of 182 

reecliy 188 

regard (n.) 158 

region 167, idp 


OF WORDS 

relative 170 
relish 173 
remember 208 
remiss 200 
remove 155 
replication 189 
residence 162 
resolve ( = dissolve) 145 
respect 171, 179 
retrograde 145 
revenue 176 
revolution 203 
rheum 168 
ring 165 

riotous head 194 

rival 138 

robustious 174 

romage 140 

rood 185 

rose (n.) 173 

rosemary 196 

rough-hew 206 

round 159, 174 

rouse ( = free quaffing) 145 

rub (11.) 171 

rue 196 

ruin 183 

russet 142 

sable 166, 177 

Saint Valentine’s day 193 

sallet 166 

saiictuarize 200 

satirical rogue .i6o 

satyr 146 

saw (n.) 154 

saw who? 146 

’sblood 164 

scan 184 

scarfed 206 

scene individable 165 

sconce (n.) 203 

sconce (vb) 183 

scourge 190 

scrimer 199 

se ojfcndendo *10^ 

sea of troubles 171 

sea-gown 206 

season (vb) 146, 149, 179 

secure (adj.) 133 
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sei^^d (legal use) 139 
semblable ^109 
sense 185 ,x86j 188, 205 
senseless 167 

sensible (;= perceiving) 139 

sensibly 195 

sere, sear 162 

sergeant 21^ 

set (vb) 190 

shape (= scheme) 200 

shard 204 

share iSj 

shark up 140 

shent 1S3 

shoon 10% 

should (=can) 158 

should be ( =is) 158 

shoul dst ( =5 wouldst ha,ve to) 1 5 3 

shreds and patches 187 

siege (= rank) 199 

silvered 147 

sith 158 

skirt (in) 139 

slander 149 

sledded Polacks 139 

sleeps in 189 

sling (n.) 1 71 

softly 190 

solicited 21% 

solidity 185 

something-settled 174 

sometime, sometimes 138, 142 

sort (vb) 140 

speak daggers X83 

spendthrift; 200 

sphere (= orbit) 152, 19S 

spill 192 

spirit (monosyllable) 142, 170 
spirit of health 1 51 
spleen 205 

springes to catch woodcocks 149 
spurn 191 
squeak (vb) 140 
stamp of nature 188 
stand (= depend) 1 41. 
stand (used as an emphatic auxi- 
liary) 139 
star 151, 159^ 
stars with trains of fire 140 
state ( == community) 1 40 


state (= power) 168 
state (= statesmen) 140 
station (=pose of figure) 1S6 
statist 2 o 5 
steel 151 

sterile promontory 161 

still {= ever) 141, 138, 179 

stithy jfd 

stomach 140 

stoup 202 

straight 201 

strike 142 

stuck (n,) 200 

study ( = to 1 earn by heart) 1 68 

subject (collective use) I39> 143 

subscribe 207 

supervise 200 

suppliance 147 

swinish phrase 150 

Switzers 193 

’swounds 169 

table, tables (= tablets) 154 

take (= bewitch) 142 

take arms against a sea of troubles 

take corruption from 1 51 

target 162 

tarre 163 

tax (vb) 150, 184 

tall (-count) 147 

temperance 174 

tenable 147 

tend 1 49 

tender (adj.) 191 

tender j — are concerned for) 490 

tender (=look after) 149 

tent (vb) 169 

terms 198 

terms of our estate 1S3 
tetter 153 

that (often used with conjunctions 
without affecting the sense) 142 
that (=so that) 197 
that (=the well-known) 207 
the rest is silence 212 
there’s the rub 171 
thieves of mercy 197 
thin 153 

thing... of nothing 189 

s7 
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this nothing’s more than matter 
xg6 

thou say’st 202 

thought (= anxiety) 172, 197 

thought-sick 185 

thrift 176, 179 

through and through 210 

throw to earth 144 

tickle o’ the sere 162 

time (== the times) 172, 173 

to {= compared v/ith) 145, 170 

to (==for) 143 

to do (gerund) 19 1 

to school 144 

to thine ownself be true X49 

to withdraw with you 182 

toil (—net) 182 

toils the subject 139 

too much i’ the sun 144 

too too 145 

top 163, 166 

total gules 167 

touched 197 

toward (= imminent) 139, 213 

toy 147, 152, 192 

tra.ce (vb) ^09 

trail 158, 194 

translate 173 

travel (vb) 162 

trick 191, 201 

tricked 167 

tristful 185 

triumph of his pledge 150 
tropically 180 
true-penny 155 
try conclusions 188 
tune of the time 210 
turn Turk 181 
tyrannically 163 
tyrannous 167 

unaneled 154 
unbated 200, 212 
unbraced 157 
uncharge 199 
uncle-father 164 
unction 187 
imeffectual 154 
ungored 21 1 
ungracious 148 


unhouseled 154 
unimproved 139 
union 212 
unmatched 173 
unnerved 167 

unpregnant of my cause 169 
unprevailing 144 
unproportioned 148 
unreclaimed 156 
unshaped 192 
unsifted 149 
unvalued 147 
unyoke 202 
upon (—just at) 13S 
upon our first 158 
up-spring 150 
usurp i8x 

vailed 144 

valanced 165 

vantage 184 

variable objects 174 

vast 146 

ventage 182 

vice of kings j 86 

vicious mole of nature 150 

violet 197 

voice and precedent of peace 211 
voucher 203 

vouchsafe the answer 210 
vulgar 148 

wake ( =: keep late revel) 1 50 

walk 152 

wan (vb) 16S 

wandering stars 205 

wanton 212 

warrant 156 

wassail 150 

water-fly 208 

we ( = us) 152 

wear black 177 

what {=what sort of people?) 

197 

what he leaves 210 
what rests 184 
wheaten 207 
wheel 196 

whether (monosyllable) 179, 191 
whipping 1 68 
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who (= whom) 146 
wholesome 155, 181 
will ( = must) 191 
will he, nill he 202 
will want true colour 187 
willow 201 
windlass 156 
wit 158 
withers 180 

without more circumstance 154 
woe is me 173 
woman will be out 201 


wmodcoclv 149, 3II 
%voo’t ( = woiildst thou) 205 
word ( ™ watcliAVord) 154 
w'orse remains behind 188 
woundless air 189 
writ ( ~ writing) 165 

yeoman’s service 207 
yesty 2x0 

yond same star 13S 
your (colloquial use) 174, 190, 
202 • ' 
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pelican, old belief concerning the, 

195 

“people,” contempt for the, 194 

Plautus 165 

play within a play 1 78 

plural with singular subject 143, 

179, 187 

poisoning through the ears 153, 
178,180 

Polacks 139, 158 
portents 140 
posies on rings 1 78 
presentiment, Shakespeare’s fond- 
ness for, 2x0 

press-^angs, old system of, 139 
profanity on the stage, statute for- 
bidding, 164 

proverbial sayings 144, 149, 171, 

180, i8r, 187, 188, 190, 197, 205 
puppet-shows 180 
Puritanical attack on theatres 181 

quibbles 143, 144, 155, 157, 165, 
177, 180, 183, 187, 190, 203, 

307,^ 31 1 

quotations, familiar, 138 

reduplication 145 

Rhene {17th cent, form for Rhim) 

'■ .150 ; ; 

rhyme of proverbial wisdom 148, 

rings, posies on, 178 

Roscius, a Roman comic actor 164 

rosettes worn on shoes 18 r 

St James of Compostella, pilgrim- 
age to the shrine of, 193 
St Patrick 154, R 5 5 
salamanders, a class of spirits 141 
scallop-shells of pilgrims 193 
Scot, Reginald, JDisco7Jerie of 
Witckr^t 1 41 

Scriptural allusions 141, 147, 148 
self-slaughter, recognition of the 
sin of, 313 


Seneca, the Latin dramatist 165, 
side-scenes 190 

singular verb with plural subject 
183 

souls of the dead 140 

spirits or demons, four classes of, 

:.I4I ^ : 

spleen regarded as the seat of 
anger 205 

starvation, one of the tortures of 
hell 153 

supernatural manifestations 137 
swearing by or on the sword 155 
Swiss Guard X93 
sylphs, a class of spirits 141 
syntax, irregularity of, 1 53 

Termagant,' a supposed deity of 
the Saracens 1 75 
tigers of Plyrcania 166 
Troy, the Fall of, 166 
“tyrant’s” part in pre-Shake- 
spearian plays 163 

Urbino, Duke of, iSo 

Vice in the old Morality plays 1S6 

winds, influences of, on mad people 
164 

Wittenbeig, University of, 144 
women not allowed to act in 
public 165 

word-play, an expression of strong 
emotion 3xi 

Worms, Diet of, punning reference 
to, 190 

®*yard” of a theatre 175 
Yaugban, different views as to the 
meaning of, 303 

yew-tree regarded as poisonous 1 53 
zeugma 185 
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